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ERRATA 



PaGH vii, line 52: 

Irving Wolf should read Erving Wolf. 

Pack 122: 

The captions for the Breuer chairs are transposed. Left should read: "Club" 
Armchair, ca. 1925; ri^ht should read: "B ^5" Armchair, 1928-29. 

Pagh 179: 

The concluding paragraph was inadvertently omitted from the text: 

In its own time, the moderne mode was often criticized for being too 
commercial, and, even from today's perspective, one would be reluctant to say 
that it produced many masterworks. However, the moderne designers did succeed 
— unlike their Modernist counterparts — in introducing modern design to 
manufacturers and the general public. In the process, they established a new 
basis for the applied arts, one that was to have a considerable impact after 
World War II on artists fascinated with popular culture. 

Pagk 220: 

The Bellini tea and coffee service is silverplate, not silver. 
Pagh 255: 

The Richard Meier stemware designs are, left to right, "Highball," "Man- 
hattan," "Lattice," and "Professor." 



Mod 



ern 



Design 



R. CRAIG 



PHOTOGRAPHS BY 



IN THE METROPOLITAN 



The Metropolitan Museum of Art, New York 



MILLER 

Mark Darley 



MUSEUM OF ART 1890-1990 



Harry N. Abrams, Inc., Publishers, New York 



IN MEMORIAM 

Frances V Middle ton Calhoun 
1921-1972 



PUKLISHHI) liY 

The Metropolitan Museum of Art, New York 

John P. O'Neill, Editor in Chief 

Barbara Burn, Project Coordinator and Editor 

Nai Chang, Designer 

Hclga Lose, Production 

Copyright © 1990 by The MetropoHtan Museum of Art 
All rights reserved. 

No part of the contents of this book may be reproduced without the 
written permission of the publishers. 

Published in 1990 by The Metropolitan Museum of Art and by 
Harry N. Abrams, Incorporated, New York, a Times Mirror Company 

Library of Congress Cataloging in Publication Data 

Miller, R. Craig. 

Modern Design in the Metropolitan Museum of Art (1890-1990) 
/ R. Craig Miller; foreword by Philippe de Montebcllo; photo- 
graphs by Mark Darlcy 
p. cm. 
Includes index. 

ISBN 0-87099-598-7. - ISBN 0-87099-599-5 (pbk.). - ISBN 
0-8109-3612-7 (Abrams) 

1. Design — History — 20th century 2. Metropolitan Museum 
of Art (New York, N.Y.) I. Metropolitan Museum of Art 
(New York, N.Y) 
II. Title. 

NKi5go.M54 — 1990 

745 '.09 '040747471 — dc2o 90-6295 

•CIP 

The color photographs in this book were taken by Mark Darlcy; the 
black-and-white photographs were taken by The Photograph Studio, 
The Metropolitan Museum of Art. 

Front endpaper: Anonymous Russian: Textile, ca. 1900. Gift of 
Monique W. Wiedel, 1980 (1980.267) 

Back endpaper: Robert Venturi, American: "Tapestry " Textile, 1984. 
Gift of Knoll International, 1987 (1987,38}) 

Binding stamp based on Edgar Brandt, French: "Perse" Door, ca. 1923. 
Edward C. Moore, Jr., Gift, 1924 (24.1 3 3) 

Caption type set by Meriden-Stinehour Press, Lunenburg, Vt. 
Text set by U.S. Lithograph, typographers, New York, N.Y. 
Color separations by Reprocolor International, s.r.l., Milan, Italy 
Printed and bound by Amilcare Pizzi, S.p.a., Milan, Italy 



Contents 



FOREWORD 
vii 

PERCEPTIONS OF DESIGN 
ix 

MODERN DESIGN AT 
THE METROPOLITAN MUSEUM OF ART 

I 

THE COLORPLATES 
46 

NOTES 

298 

APPENDIX A 

305 

APPENDIX B 

307 

ACKNOWLEDGMENTS 

308 

INDEX 

309 



Foreword 



With the opening in 1987 of the Lila Acheson Wallace Wing, the Metropolitan Museum 
at long last had a permanent gallery in which to display its Modern design and architec- 
ture collection. This space has made it possible for objects that had not been on view for 
several decades to be shown on a rotating basis, although they can impart only a hint of 
the remarkably rich collection that the Museum has amassed over the last century. 

It gives me great pleasure therefore to introduce a book that presents an extraordi- 
nary number of masterpieces from the collection that we would never have the space or 
ability to display simultaneously. Although not a catalogue raisonne, this book does reveal 
the vast range and depth of material that the Museum has acquired, most of it in the 
design and architecture collection of the Department of Twentieth Century Art but a 
great deal of it also drawn from other parts of the Museum — the American Wing, the 
Costume Institute, the Department of European Sculpture and Decorative Arts, and the 
Department of Prints and Photographs. 

The history of the Museum's commitment to Modern design, as outlined in Craig 
Miller's essay — indeed, the fact that it was a major area of interest — will come, I expect, 
as a surprise to many. Even before the turn of the century, the Museum had begun to 
acquire fine objects soon after they were made, a tradition that continues today. Of greater 
importance were a series of annual exhibitions of industrial design that ran from 1917 to 
World War II and the beginnings, in 1922, of a comprehensive Modern design collection. 
It was only in 1967, however, that the Museum finally created a department devoted 
exclusively to twentieth-century art. 

During the last decade, the Museum's activity in the field of Modern design has 
reached a new intensity, especially in the acquisition of works representing the whole 
range of styles and modes that have developed over the past century. Not surprisingly 
many of the objects illustrated in this book have been acquired since 1983, clearly reflecting 
the interests of the author, who has been a driving force behind the Museum's effort to 
form an extensive collection of twentieth-century design. 

I would like to take this opportunity to express on behalf of the Museum our deep 
gratitude to a number of individuals who have played a crucial role in assembling this 
collection. Major funds have been established in the name of Edward C. Moore, Jr., Edgar 
Kaufmann, jr., Edward Pearce Casey, Theodore R. Gamble, Jr., the Hazen/Polsky family, 
and the Irving Wolf family, and these have enabled the Museum's curators to acquire an 
impressive range of works. Important international donors to the Twentieth Century 
Department in recent years have included Mr. and Mrs. Melvin Bedrick, Michael Chow, 
Ernesto Gismondi, Michael Heller, Mr. and Mrs. Douglas Heller, Jack Lenor Larsen, Mr. 



vu 



and Mrs. Cleto Munari, Mr. and Mrs. Peter Palumbo, Addie Powell, Nan Swid, Mr. and 
Mrs. Robert Venturi, and Paul F. Walter. A number of donors have given objects to the 
Museum specifically for this book and deserve special thanks: Emilio Ambasz, Casas- 
Barcelona, Mr. and Mrs. Monte Factor, Grand Cypress Hotel Corporation, Dr. and Mrs. 
Charles Hardy, Mrs. Larry Horner, James R. Houghton, Emily Fisher Landau, Martinelli 
Luce, Claes Oldenburg, Lisa Licitra Ponti, Simon International, and Coosje van Bruggen. 
The Metropolitan Museum is greatly indebted to these patrons. 

Now, with the publication of this handsome book, the reader may study and enjoy 
what the visitor would not be able to view on one or even several trips to the Museum 
itself. 



PHILIPPE DE MONTEBELLO 
Director 
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Perceptions of Design 



More than two centuries ago Western society underwent fundamental changes with the 
advent of democratic governments, the Industrial Revolution, international economies, 
and a large, educated middle class. In terms of the arts, these forces soon necessitated a 
reordering of the relationship between the applied arts and other art forms — painting, 
sculpture, and especially architecture. Decorative designers and craftsmen had long 
worked in a collaborative but largely secondary position with other artists. The 
emergence of the architect as designer, as well as of the industrial designer, profoundly 
altered the status of everyday objects. Moreover, mass production, new materials, and 
international marketing now made it possible for well-designed furniture, ceramics, 
textiles, and even glass to be accessible to the masses. Thus by the mid-nineteenth 
century, design had become one of the first truly democratic art forms and would be 
followed in subsequent decades by posters, photography, and film. In the United States, 
The Metropolitan Museum of Art was among the earliest art institutions to grasp this 
fundamental shift in our culture brought on by the Modern Movement. This book 
examines the evolution of our concept of design over the last one hundred years and 
documents the role that the Museum has played in this process — both active and inert at 
different times. This catalogue is, therefore, not a history of Modern design but rather an 
introduction to a complex discipline using the Metropolitan's history and collections as a 
fulcrum. 

William S. Lieberman, Chairman of the Department of Twentieth Century Art, is 
responsible for initially suggesting this project. He had originally envisioned an issue of 
the Museum's quarterly Bulletin that would record the history and diversity of the 
Metropolitan's Modern design collections, but over the last two years the idea grew into a 
more ambitious catalogue that would explore these two issues in greater detail. The first 
section of the book concisely documents the Museum's involvement in Modern design 
from the late nineteenth century to the present, in terms of its collections, exhibitions, 
educational programs, and philosophical approaches. The second part is presented as a 
pictorial survey of selected masterworks, since the diversity of the holdings is perhaps best 
understood visually. To furnish a structural framework for this pictorial survey the 
hundred years under consideration have been broken into three chronological divisions, 
with the world wars as breaking points. Each of these periods was further divided into 
stylistic sections to reflect many of the major aesthetic movements that occurred 
concurrently. 
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The first two sections in each division generally treat fully developed styles, major 
movements with serious intellectual and philosophical underpinnings, which for the most 
part span all the arts, including architecture and urban planning. The other sections in 
each of the chronological periods suggest less recognized modes, or manners, which are 
usually more ephemeral and limited in scope. While often decorative in nature, these 
modes may nonetheless have had a significant influence in the applied arts. Although the 
Museum's collection consists of a wide variety of works, only ten categories of objects are 
represented in each section: glass, ceramics, metalworlc, lighting, textiles, costume, 
architectural drawings, decorative drawings, furniture for sitting, and other furniture 
forms. These categories nonetheless provide a broad survey of the applied arts field. 

The choice of a single object for each category was a difficult and, in some cases, 
arbitrary decision. The Museum's collection in many areas has extraordinary depth, and 
numerous masterworks could have been chosen for most categories. The primary 
objective of this book, though, was to illustrate the broad range of the Metropolitan's 
holdings, not to provide a catalogue raisonne. Final choices were also dictated by a 
number of other factors: a desire to show the international scope of a particular style or 
mode, a wish to include many of the major designers of the Modern Movement, and a 
need to reevaluate artists who have been neglected. It should be noted that some artists 
have occasionally been placed in sections where they are perhaps not most often 
associated. Again, the goal has been to represent larger design movements, not to provide 
surveys of individual artists' careers. 

Photography of the objects was a central task in the production of this book. It was 
decided to commission all new color photographs, including numerous details and 
alternate views. These pictures were not to be typical record shots against gray seamless 
paper but were intended to be expressive of the object and its period. Many pieces were 
photographed with other objects in the collection. The creation of this visual section of 
the book was therefore an unusually complex task, where the design of the photographs 
and the book itself were approached with considerable care. 

A few words about terminology and the formation of the collection are also in 
order. The Metropolitan has over the decades used the terms "applied arts," "decorative 
arts," "industrial arts," and "design" virtually synonymously. The name "applied arts " is 
perhaps the more inclusive and most telling, since it makes clear the fundamental 
distinction from the fine arts with its implication of function. Yet the Department of 
Twentieth Century Art has elected to use the term "design " for its holdings. The 
collection, in fact, consists of three distinct divisions. Decorative design is defined as 
objects conceived by one person but made by another; these are generally handmade in 
limited production, and such luxury items constitute a large segment of the collection. 
Industrial design likewise consists of objects conceived by one person but made by 
another, but these products are intended for mass production. Both divisions imply an 
intellectual process whereby ideas are transferred by a series of drawings to the fabricator. 
Craft, on the other hand, constitutes a third division, where the objects are conceived and 
made by the same person, often simultaneously and as one-of-a-kind pieces. 

Thed epartment has in recent years consciously chosen to broaden its parameters to 
form a comprehensive collection, one that would be inclusive of the variety of design 
approaches and stylistic movements that have evolved in this century. Modern design has 
not been a monolithic or linear development, and at least four major issues have confronted 
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artists in cyclical swings through the decades: the fascination with new technology and 
mass production, the study and adaptation of historical styles, the concern for the 
relationship of humanity to nature, and the ephemeral but often influential crossover 
from painting and sculpture to the applied arts. The Metropolitan's holdings seek to 
reflect this constant flux: within any given style, the sole criterion for inclusion in the 
collection is one of quality. 

Judging an object thus becomes the crucial question for any curator Art museums 
are fundamentally different from science and history museums in their emphasis on 
aesthetics. To form a coherent collection, curators need parameters to judge innumerable 
pieces from different cultures, and in recent years the department has developed a 
checklist for analyzing objects under consideration. While there are two-dimensional 
design objects, most applied arts are three-dimensional and may be viewed in terms of the 
following criteria: 



FORM 

Composition 

How does a piece rest on a surface, unfold into a three-dimensional body and 
finally resolve itself at its apex? 
Modeling 

Is the treatment of mass linear, planar, or plastic? Is there an overall sense of 
massiveness or delicacy? What is the play between positive mass and negative space? 
Integration 

What is the degree of articulation between major and secondary elements in the 
composition? How are parts joined together? 
Proportion 

What is the fractional relationship between parts? Are elements exaggerated, 
truncated, etc.? 



SURFACE 

Materials 

What substances have been chosen and how have they been juxtaposed? Is an object 
opaque, translucent, or transparent? 
Pattern and Ornament 

Is an object embellished with two- or three-dimensional decoration? 

Color 

Is an object monochromatic or polychromatic? Are the colors primary or muted? 
Texture 

Is an object smooth or rough? Has one substance been employed or a multiple of 
materials with differing textures? 
Finish 

In terms of reflectiveness, is an object matte or polished? 



CONSTRUCTION 

Craftsmanship 

What is the overall quality of the execution? Was the object designed to be made by 
hand, machine, or a combination of the two? 



XI 



Basic Body 

How has the underlying structure been made to receive the finished surface? 
Expressive Use of Materials 

Have the innate quaHties of the substance been exploited — whether they are wood, 
plastic, metal, glass, clay or fiber? How have the materials been cut, bent, extruded, 
cast, laminated, woven, or blown? 

Technology 

Has a material been exploited in a new manner to create a design object? Has the 
innovative use of a material allowed the creation of a new form? 

UTILITY 

Function 

Is the object conceived of as utilitarian or ornamental? If the former, what is the 
degree of comfort and usefulness? 
Economy 

What is the relationship between price, quantity of material, time expenditure, and 
the number of objects produced? 
Maintenance 

What degree of care is required to maintain an object in good condition? What 
longevity is envisioned for the piece: i.e., was it conceived of as disposable or lasting? 

CONCEPT 

Precedent 

Does the designer rely on historical sources or consciously seek to create 
something new? 
Iconography 

Was there a conscious choice of imagery which has religious, political, etc., 
overtones? 

Approach 

Has the designer approached the creation of the object from a moralistic or 
formalistic perspective? Does the piece have economic, ergonomic, and political 
overtones or was it conceived purely in visual terms? Could the object have been 
conceived from a "non-design" reference point, like a sculpture or painting? 

Lastly, a few general remarks should be made about the position of design in 
American museums. Only a few institutions in the United States are devoted exclusively 
to the applied arts, and, within most art museums, the decorative arts have long been 
subordinated to the fine arts in regard to gallery space, exhibition slots, and funding. In 
terms of twentieth-century design per se, the situation is especially unresolved. There 
are surprisingly only a handful of American museums — unlike our European counterparts — 
that have even begun to think seriously about the formation of comprehensive applied 
arts collections, when the last one hundred years have constituted one of the greatest 
periods of accomplishment in the history of Western design. This predicament is 
particularly incongruous when we consider how many museums — even regional institu- 
tions — have large departments devoted to twentieth-century painting and sculpture. 

A number of factors have led to this situation, one of the most obvious being 
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museum organization. Following the model of the Victoria and Albert Museum in 
London, a number of design collections are divided into separate departments by 
medium, such as textiles and architecture. Such divisions make it difficult to form 
comprehensive collections, particularly when numerous artists have worked in more than 
one medium. Also, many departments are set up by nationality, which works against the 
formation of international collections. Some museums have likewise elected to collect or 
exhibit only one aspect of design, whether it is a single material, style, or time period. At 
the Metropolitan Museum itself, the Modern collection is divided among five curatorial 
departments: American Decorative Arts, European Sculpture and Decorative Arts, 
Costume Institute, Prints and Photographs, and Twentieth Century Art. This setup was 
an arrangement that simply evolved, rather than being deliberately thought through. A 
coherent, organized structure is, in short, critical for the formation of a well-rounded 
collection of twentieth-century design. 

There are also a number of issues outside the walls of museums that must be 
identified if Modern design is to ever be accepted by our cultural institutions as a major 
force in this country. These issues reflect a lack of awareness — if not resistance — in our 
very society. For example, the American government — unlike those in Europe and 
Japan — does not really consider the design industry to be part of our national identity or 
even an important factor in our economy; one has only to think of French couture, Italian 
and Japanese industrial design, or the national design councils in Scandinavia and Britain. 

Within the art market itself the applied arts are considered less valuable than the 
fine arts. A design object may be purchased for only a fraction of the cost of a painting, 
drawing, or sculpture by artists of comparable merit. Because monetary values are 
indicative of what a capitalist society considers important, the message is transmitted to 
museums in a multitude of overt and indirect ways. Moreover, it is difficult — if not 
impossible — to study the applied arts at the graduate level within art-history depart- 
ments at many of our major universities; many of these same departments have large 
faculties to teach twentieth-century architecture, painting, sculpture, and photography. 
Even architectural history is most often taught as a study of facades or plans; interiors and 
furnishings are rarely treated, although many architects have designed their buildings as 
total ensembles. Such value judgments shape our culture and are not easily changed. 

Given this perplexing situation, it is thus all the more remarkable that the 
Metropolitan has amassed such a refined and wide-ranging twentieth-century design 
collection. The early trustees and staff conceived of the Museum as a positive force in 
American society as a reformer and tastemaker — an educator in the truest sense. Design 
was perceived then as the most democratic of all the arts, for it was readily accessible to 
almost every citizen. In succeeding decades, this concept would fall into disfavor at the 
Museum, and the mantle would be taken up by other American museums. By the 
mid- 1 960s, however, the Metropolitan rediscovered its activist past, and design returned 
as a subject of serious debate at the Museum, one that has continued to the present. 
Perhaps no other art form is so clearly subject to the forces of lifestyle, aesthetics, 
economics, and technology yet so concisely reflects the changing perceptions of our 
culture. 
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The Metropolitan Museum of Art in 1880, designed by Calvert Vaux and Jacob Wrey Mould 



Modern Design at 
e Metropolitan Museum of A 



For the generations born after World War II, the Metropolitan Museum's name is hardly 
synonymous with Modern design, yet from its founding in 1870 this institution was one 
of the first major museums in America to make a commitment to the field of contem- 
porary applied art. In the last 120 years, the Metropolitan has amassed a modern col- 
lection of several thousand objects and has mounted some 125 exhibitions (see Appendix A) 
devoted to or including design after 1890. The strength of this commitment to 
Modern design has, however, been inconsistent over the decades, as the concept of the 
Museum's mission in our society has evolved. This essay chronicles the remarkable story 
of the individuals and ideas that have defined this long-neglected chapter in the 
Metropolitan Museum's history. 



1870-1905 

The idea of an art museum for New York City was first suggested in Paris on July 4, 1866, 
by a prominent lawyer named John Jay, and four years later The Metropolitan Museum 
of Art was incorporated. The first Board of Trustees was made up largely of major 
civic leaders, but it also included five noted American artists: Frederic Church, John 
Kensett, John Quincy Adams Ward, Frederick Law Olmsted, and Richard Morris Hunt. 
The Charter was short but emphatic in setting forth the Museum's mission: 



The Metropolitan Museum of Art [is] to be located in the City of New York, for 
the purpose of establishing and maintaining in said city a Museum and library of art, 
of encouraging and developing the study of the fine arts, and the application of arts 
to manufacture and practical life, of advancing the general knowledge of kindred 
subjects, and, to that end, of lurnishing popular instruction and recreation. ' 

In the Annual Report of 1872, the Trustees went further in describing their hopes 
for the new museum. 



The Trustees of the Museum purpose to establish an institution which, at some 
distant day shall combine the functions of the British National Gallery and the Art 
Departments of the British Museum and the South Kensington Museum [now the 
Victoria and Albert Museum]. They desire, in the first place, to collect and publicly 
exhibit adequate examples of the ancient and modern schools of painting and 
sculpture, and, secondly, to provide as large and complete a collection as possible of 
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objects which, without coming within the class just mentioned, derive their chief 
value from the application of fine art to their production — in short, a representa- 
tive Museum of Fine Art applied to Industry.^ 

From the beginning, therefore, the Trustees envisioned an art museum in which 
fine and applied arts would be given equal importance. This commitment to "the 
application of arts to manufacture and practical life" was typical of late-nineteenth- 
century museums in America. Their models were the Victoria and Albert Museum in 
London (founded 1852) and its European offshoots — the Union Centrale des Arts 
Decoratifs/Musee des Arts Decoratifs in Paris (founded 1864) and the Osterreichisches 
Museum fiir Angewandte Kunst in Vienna (founded 1864). Although modest in terms of 
building and funding, these Victorian art museums were almost messianic in their desire 
to reform society. Such institutions were often founded in cooperation with their gov- 
ernments in order to encourage national industries associated with the applied arts. The 
museums maintained schools for teaching artists and craftsmen, and they attempted to 
raise the level of public taste among artisans and manufacturers, as well as consumers- In 
startling contrast to present-day practices in art museums, collections and exhibitions 
were assembled as much for didactic as for aesthetic purposes. 

Given these precedents, it is not surprising then that one of the first actions taken 
by the Metropolitan's Trustees — anticipating their move in 1880 to a new building in 
Central Park designed by Calvert Vaux and Jacob Wrey Mould — was the establishment 
of a school for the industrial arts and the acquisition and exhibition of an industrial arts 
collection.? Also, from the 1870s onward, the Museum began sporadically to acquire 
examples of contemporary design in various styles and media. These early acquisitions 
were not the result of a master plan so much as happenstance, but they formed an 
important basis for a Modern design collection that was catholic in scope. 

In April 1879 Trustees defined their ideas for an industrial arts collection. 
To establish a collection exhibiting the progress and position of the Industrial Arts. 
To include in compact form in each department, the raw material, the material in 
process of manufacture, and the completed work, with models or samples of the 
tools and machinery used. This collection to comprise, among other articles, Gems, 
Gold and Silver Work, Bronzes and other Metal- Work, Household Decorations, 
such as Paper Hangings, Pressed Leather, Furniture, etc., Textile Fabrics, Book- 
binding, Laces, Dyes, Stained Glass, etc.4 

Professor Thomas Egleston of the School of Mines at Columbia University was 
asked to gather objects for this collection. The first installation was less than hoped for, 
but at least the Museum had made an initial commitment to forming an instructive 
collection. 5 It is interesting to note that the Egleston selection gave equal emphasis to the 
process of manufacture and to the finished product. Today it is only the latter that falls 
within the usual purview of an art museum. 

Plans for an industrial arts school were discussed by the Trustees in 1879 and a 
modest enterprise, funded by a grant from Gideon F. T. Reed, was begun the following 
year in facilities outside the main building. The school would last fourteen years. The first 
classes were free and included sessions in woodwork and metal work. In 188 1 the curricu- 
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lum was expanded to include: "Drawing and Design; Modeling and Carving; Carriage 
Drafting; Decoration in Distemper; and Plumbing."^ Artist and artisan alike were 
thus welcome at the Metropolitan. 

The Museum administration recognized early on that American designers and 
manufacturers relied heavily on foreign industries. The Trustees noted in 1881 that "the 
time has certainly arrived when America should cease to be dependent upon foreign 
production of beautiful works in any and every department of industry. ... If American 
industrial art is to rank with that of European countries, it can only be by having educated 
artisans."^ Implicit in these early statements by the Trustees are two important concepts 
that would become policy during the first half of the twentieth century: the Metropolitan 
Museum as educator of the American public and as a major force in shaping American 
society. 

By 1887 the Industrial Art-Schools had grown considerably in size and scope. A 
faculty of thirteen now offered a variety of courses for students ranging from beginners to 
public-school teachers. The curriculum included classes in "Color; Design; Modeling; 
Free-hand, Architectural, Cabinet, and Mechanical Drawing; Chased and Hammered 
Metals; Carved Work-Tiles, Textiles, etc."* 

Two years later the school was moved into the Museum building, where students 
would have immediate access to the collection for study. The latter point became a crit- 
ical issue in the 1890s for the Trustees, who saw the curriculum moving away from its 
relationship to the Museum collections.9 By 1894 decision was made to close the In- 
dustrial Art-Schools, but not without some reservations. In the next Annual Report, the 
Trustees called for a School of Architecture to be affiliated with the Museum. 

Permanent quarters with a proper organization for employing teachers and giving 
elementary instruction should be provided in a building near enough to the Mu- 
seum to secure the advantage of our casts and models, library and apparatus. 
This splendid opportunity for usefulness is recommended to individual or cor- 
porate effort; and the Trustees would welcome an alliance which would make the 
suggestion effective. '° 

Apparently this call went unheeded, and an important chapter in the Museum's history 
was closed within a quarter of a century, as the Metropolitan began to modify its 
commitment to the applied arts. 

One permanent record of those formative years is the initial acquisitions, which 
were largely American and remarkably eclectic." These objects now form the core of the 
late-nineteenth and early-twentieth-century collection in the Department of American 
Decorative Arts. Two early gifts of special note are a telegraph originally thought to have 
been the first instrument by Samuel F. B. Morse (figure i) and material given in honor of 
Cyrus W. Field to commemorate the laying of the Atlantic cable. These were perhaps the 
Metropolitan's first examples of product design. In the 1870s and 1880s, the Museum 
received a number of gifts that are paradigms of late Victorian taste, among them a pair 
of chairs made for the Centennial Exposition in Philadelphia by Pottier and Stymus 
(figure 2). 

These acquisitions are indicative of an important aspect of the Museum's collecting 
policy: its ready acceptance of, if not preference for, decorative and historicizing design. 
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I. Telegraph, 1837-44, attributed to Samuel F. B. Morse. Gift of George Hutchins, 1876 (76.7) 




The Metropolitan was by no means opposed to more innovative design, however, and in 
the following decade it acquired a number of examples of Art Nouveau, including a 
series of favrile glass pieces made by Louis Comfort Tiffany for H. O. Havemeyer (figure 
3 ). With the start of a new century the Metropolitan Museum was to enter another 
phase, one in which it grew from being merely a national museum to an institution of 
international importance. 

1905-1917 

J. Pierpont Morgan was elected President of the Metropolitan Museum in 1904 and 
Robert W. de Forest was named Secretary. Morgan held office until his death in 191 3, but 
de Forest's service to the Museum would last for another thirty years. He succeeded 
Morgan and became one of the most forceful presidents in the Museum's history. During 
the first decades of the new century the Metropolitan became an immensely wealthy 
institution through a series of bequests, each in the millions of dollars.'^ This funding 
enabled the Museum to undertake an ambitious acquisitions program, a major building 
expansion, and the establishment of a first-rate professional staff. 

In 1905 the Museum named the English architect Caspar Purdon Clarke as its new 
Director. The choice of a designer to run the Metropolitan was a clear sign of the 
Trustees' intentions. In the Annual Report of 1905 it was noted: 

The election as our Director of Sir Caspar Purdon Clarke, lately head of the South 
Kensington Museum, in the collections of which "Industrial Art " takes so impor- 
tant a place, should be a sufficient guarantee that these branches also will have 
due consideration. They are generally subordinated to the other better known and 
more popular lines of museum development because, though frequently no less 
esthetic, they are as frequently utilitarian. They should, therefore, have for our own 
practical countrymen not only the attraction of beauty but the added interest of 
close relation to our industrial development as a nation.'^ 

Other notable appointments quickly followed: Edward Robinson, director of the 
Museum of Fine Arts in Boston, was named the Assistant Director and head of the 
Department of Classical Art in 1905; Roger Fry the noted British art critic, was placed in 
charge of the Paintings Department in 1906; and Wilhelm R. Valentiner, who had trained 
at a number of German museums, was named the head of a new Department of 
Decorative Arts in 1907. '4 Two years later Joseph Breck, who was soon destined to play a 
major role at the Museum, was hired as Assistant Curator of Decorative Arts. '5 

At this time the Museum made two important contemporary French acquisitions. 
The first was a Sevres vase of 1904 by Fernand Thesmar (figure 4); the second was a 
stained-glass triptych, La Danse its Fian^ailhs, of 1885 by Luc Oliver Merson (figure 5). 
Both pieces illustrate the conservative taste of the Museum during this period. 

Perhaps the most significant appointment of the decade was the hiring of Henry W. 
Kent in 1905 as Assistant Secretary. Kent would shape policy at the Museum for 
thirty-five years. Along with Alfred H. Barr, Jr., the founding director of the Museum of 
Modern Art, Kent forged an active mandate for American museums in Modern design 
for the first half of the twentieth century. In an institution as large as the Metropolitan, 
many individuals have been involved in determining policy, but Kent's leadership was 
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4- Vase, 1904, by Fernand Thesmat: 
Gift of Mrs. Charles Inman BarnarcJ, 
in memory of her mother-in-law, 
Susan Livingston Barnard, 1905 (05.10.1) 



5. "La Danse des Fiangailles" Triptych, 1885, by Luc Oliver 
Merson. Bequest of Adelaide Mott Bell, 1906 (o6.292a-c) 



among the most discernible in word and deed. Two of his basic principles deserve to be 
examined here, since they relate so closely to the applied arts. 

First, Kent perceived that American art museums were fundamentally different from 
their European counterparts in terms of their mission for society. He was opposed 
to a museum where "art [was] for art's sake," rather than "art for the people's sake. "'7 
Kent wrote in his autobiography: 

It was plain to see that a public institution of art was, in the last analysis, a public 
servant, and that the things to do were the things which worked for the public 
welfare. The old idea of the museum as a storehouse of art laid it open to the 
criticism that it would become a mausoleum in fact unless it was made to be 
actively serviceable. In other words, the European idea of a museum of art which 
housed the treasures the country had accumulated by hook or by crook, museums 
like the Vatican and the Louvre, did not fit the needs of this country which had its 
own arts to develop. The American museum should show collections of what other 
civilizations had done, under religious or civil influences, of course, as a lesson to 
those whose business it was to produce similar kinds of things for us, to show what 
had been done and what might be done, by our own artists and craftsmen. Thus the 
museum would become a teacher in the truest sense, which was a new idea in this 
country — the active teacher instead of the inactive opportunity.'^ 
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Kent went on to quote an article of 1936 in which he felt the author summarized his 
approach succinctly: 



Mr. Kent divides museum functions into three parts. The first is acquisition. When 
the Met builds an American Wing and stocks it . . . that is acquisition. The second 
is exhibition, which is putting things out where people can see them conveniently 
and to good advantage. This is old stuff. . . . But the third function is exposition 
— trying to get people to see what the exhibits mean, giving them a chance to use 
them, apply them in their businesses or professions, work them into their daily 
lives. That is new. '9 



To accomplish his goals Kent created a professional administrative structure for the 
Metropolitan, a system that has now become so familiar in other museums in this country 
that it is taken for granted, as if it had always existed. To make the Museum accessible 
and usable, Kent set up a card-catalogue system for objects, standard printed labels for 
objects on exhibition, an information and sales desk, and an editorial department and 
Museum press, as well as a publications program. This book is, in fact, printed in the 
Centaur typeface, which Kent encouraged Bruce Rogers to design and which he 
purchased for the Museum's exclusive use in 1914. Within a decade Henry Kent had 
executed profound changes in organization; 



The Museum was coming out of its brick-and-stone shell. It was puttmg Its 
collections to work. It was making people see what the past has to do with the 
present: not the past of books, which are sometimes hard to read, but the past of 
the things books tell about, with the brush marks, scars of the chisel, toolings, 
weavings and embroideries of patient, long-vanished fingers still visible.^" 

Nowhere was this development more evident than in the field of applied arts; for 
Kent, "the museum's place [was] in the active, working, producing world of design 
today and he embarked on an ambitious program that would utilize the full scope of 
the Museum's potential. Three years after the Department of Decorative Arts was 
opened in 1907, it moved into a new wing. In 1905 Kent opened an educational division in 
order to reach out to schools and the general public, for which he served as Supervisor of 
Museum Instruction from 1907 to 1925. About 1904 the Photograph Studio was orga- 
nized, followed by a Lantern Slide Lending Collection two years later, making images 
of objects in the collection readily available for study. A new library wing was opened in 
1910, greatly expanding that essential resource for students and designers. Six years later a 
Department of Prints was organized to house the Museum's objects on paper. Kent was 
particularly concerned that the collections themselves be used, and, beginning with 
textiles in 1909, he organized a series of Study Rooms in the building where objects could 
be directly examined. This program was augmented in 1917 through the Jessie GiUender 
bequest: a "Study-Hours" series was initiated in which students, housewives, designers, 
salespeople, and even manufacturers were taught design by a trained faculty. Thus, by 
World War I, the Museum had developed a multifarious program in the field of applied arts. 

With the election of de Forest as President in 1913, Kent was made Secretary a 
position of considerable power at the Museum. The two men developed a remarkably 
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close working relationship.^^ De Forest clearly shared Kent's populist or progressive 
attitudes about the Museum's mission and the importance of its educational role. As Kent 
later wrote, "His [de Forest's] service to the Metropolitan Museum was governed not so 
much by the desire to show the best art that the Museum could buy as to give the 
citizens of New York the benefits which might come to them through the knowledge of 
art and how to enjoy it."^^ 

The onset of World War I proved to be a catalyst for Kent and his contemporaries. 
At a meeting of the New York Library Club in 1917 Kent noted, '*But now the war has 
shut off the supply from France, and our makers of stuffs and other things are forced to 
see what can be done at home to provide designs for a great and 'artistic' output. . . . 
The designer's opportunity is at hand — provided that the museums and the libraries can 
help him."^4 

Many of the early leaders in this movement to get museums and libraries "outside 
the walls of [their] institutions" were, like Kent, trained as librarians, much influenced by 
the teachings of John Dewey.^5 The closing of European markets during the war 
prompted a decisive move by Kent into a new phase: the Museum's collections would 
become an alternative resource for American designers and manufacturers. Two prelimi- 
nary exhibitions were held in 191 5 and 1916, but in 1917 the Museum inaugurated a 
series of annual exhibitions of American industrial arts.^"^' The Metropolitan was about to 
embark on what was perhaps the most ambitious program ever conceived by an American 
museum to promote Modern design. The next quarter century would prove to be one of 
the periods of greatest achievement for this institution. 



1917-1925 

The next twenty-three years were shaped largely by two people — Richard F. Bach and 
Joseph Breck — and marked by an extended relationship between the Metropolitan 
Museum and the American Federation of Arts (AFA), a national organization that 
circulated exhibitions to institutions across the country. Any museum's record of 
achievement may be measured in three ways: acquisitions, exhibitions — either loan 
shows or installations of the permanent collection — and publications. Hereafter, this 
essay will in large part be an assessment of the Metropolitan's record in these three areas 
relating to the applied arts. 

The period between the world wars is perhaps best divided into two sections for 
discussion, as a major shift occurred in American design after the "Exposition 
Internationale des Arts Decoratifs et Industriels Modernes " of 1925 held in Paris. It is a 
complicated story involving intertwining personalities and roles. 

Richard Bach was hired by the Museum in 1918 as the Associate in Industrial Arts. 
In the Annual Report of that year, the Trustees described his responsibilities: 

By the appointment of Richard F. Bach, Curator of the School of Architecture in 
Columbia University, to membership on the museum staff, the Trustees took an 
important step in forwarding the work with manufacturers, designers, and trade 
journals, a work recognized as essential now at the time of the ending of the war 
and all that that means to our national industries into which taste and style enter as 
important factors. 
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Mr. Bach devotes himself to the needs of manufacturers, dealers, designers, 
artisans, and manual craftsmen in objects of industrial art, and makes it his business 
to render accessible to them the resources of the collections.^^ 



Bach's position was not, however, technically curatorial, so he could not make any 
acquisitions for the Museum; rather, he worked under Henry Kent in an educational 
capacity. Bach's primary duty was to direct the annual exhibitions of American industrial 
design. He supervised the selection of objects and the production of catalogues, and he 
maintained a close working relationship with manufacturers, designers, and the trade 
press. As Bach's reputation grew, he became a major national figure in the design field. He 
served on many committees and eventually was made an Associate in the Department of 
Industrial Arts at AFA, which led to his involving the Museum in a number of the 
international AFA exhibitions. 

Joseph Breck returned to the Metropolitan in 1917 from a brief term at the 
Minneapolis Institute of Arts and assumed a joint position as Curator of Decorative Arts 
and Assistant Director. He was thus a major force in the Museum, and correspondence in 
the Museum archives shows that he ultimately influenced or made the final decisions on 
any significant question involving the applied arts at the Metropolitan. Breck's responsi- 
bilities were twofold. He (and his staff) were authorized to make acquisitions, and he 
not only bought actively from dealers but he also purchased numerous objects from the 
various exhibitions at the Museum. Breck was also responsible for all other modern 
design shows at the Metropolitan. These were of three kinds: the installation of the 
international exhibits done with AFA, contemporary exhibitions of foreign applied arts, 
and historical shows that examined the roots of Modern design. Between Bach and Breck, 
then, the Metropolitan had a remarkably active exhibition program, with four different 
types of shows held on a regular basis. 

As noted, many of the exhibitions involved the American Federation of Arts, which 
was affiliated with the Museum primarily through two individuals. Robert de Forest, 
President of the Museum, was a member of the AFA board and served for a time as its 
president. Charles Richards, one of the most important advocates of American industrial 
art in the twentieth century, though now virtually forgotten, established the international 
AFA exhibitions; he had especially close ties to both Kent and Bach.^^ The Metropolitan 
Museum's role was a varied one; it might merely host a traveling exhibition or it could 
completely shape a show by choosing the objects, publishing the catalogue, and taking 
care of all registrarial responsibilities in circulating the show to other institutions. 

The first design exhibitions mounted during this period by the Museum were the 
"annuals" of American industrial art. The purpose of these shows and the criteria for 
inclusion changed gradually over the years. From the beginning, however, there were 
several basic premises, starting with the realization that the quality of American design 
must be improved if it was to compete with European products. The Metropolitan was 
not at this point trying to alter American design radically by introducing innovative styles 
but was merely trying to improve the standard of current manufacturing. The Museum 
began to wage a campaign to convince American manufacturers that good design would 
sell. Although the Museum's initial commitment was to work mostly through the 
manufacturer, it wanted to improve the position and education of the designer in 
American industry. The Musee Galliera in Paris was repeatedly cited as an example. Later, 
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6. "ist Exhibition of Work by Manufacturers and Designers, " 1917 



in 1929, Henry Kent would summarize the approach worked out by the Museum: 

A dozen years ago these questions were discussed by a group of men interested in 
our industrial process and the training offered to the designers destined to become 
responsible for the artistic quality of our products, and it was resolved, after much 
debate, that the surest way to find the answers was to bring together examples of 
native-designed goods from time to time so that they could be seen and studied. ^9 

In short, the Metropolitan's early annuals were to be "a cross section of the art 
industries/* J'* 

The first annual, held in 1917, was an extremely modest affair (figure 6) J ' It was 
installed in Classroom B — one of Kent's Study Rooms — by a Museum instructor, 
Robert Alan Gordons ^ Exhibition guidelines specified that the objects had to have been 
made in America that year and were inspired by an object in the Metropolitan's 
collection. Works could be direct reproductions or simply adaptations of a form or 
pattern. 5 3 Stylistically speaking, the objects were for the most part historical revivals 
without much originality. It is important to note, however, that from the very beginning a 
wide range of material was shown, including furniture, textiles, ceramics, jewelry, 
drawings, costume, lighting, and photography. 

The Museum realized from the start of this series the importance of the popular 
and trade press; the archives for the exhibitions are filled with invitations and thank-you 
notes sent by the Director and other staff members. Interestingly the Metropolitan 
revealed itself to be remarka bly open to the latest technology. The 1917 annual contained 
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eight reels of film of "A Visit to the Metropolitan Museum of Art." Later exhibits would 
utilize radio and television as a means of communicating to the public. 

The second annual, in 1918, was similar in organization to the previous show.H 
With the appointment of Richard Bach that year, things began to change. 

The third annual showed a marked improvement. 5 5 The exhibit was shifted to two 
regular Museum galleries, as it was four times larger; this show was the first to have a 
published catalogue. The title — ''The Museum as a Laboratory: Exhibition of Work by 
Manufacturers and Designers" — was perhaps most indicative of this new, activist 
approach. In January 19 19 Bach wrote of the Museum's concerted program: 

To meet these requirements on the part of the modern manufacturing and 
designing world, the Metropolitan Museum maintains a large and efficient force of 
assistants and an extensive system of study rooms, lantern slide and photograph 
collections, lending collections, and other physical means of assistance. There are a 
number of docents or museum instructors familiar with every detail of the galleries 
and their contents and there is a specially trained associate [Bach, himself] whose 
province it is to assist in bringing together the seeker and his objective, to act as a 
sort of liaison officer between the Museum and the world of art in trade. This 
member of the staff is a person qualified to assist manufacturers and designers from 
the standpoint of their own requirements. He makes it his business to visit shops 
and workrooms, he is familiar with the processes of manufacture and keeps abreast 
of the market, so that he shall be able to visualize trade values in museum facilities 
and thus help manufacturers toward their own objectives. To this extent he becomes 
a field worker and an advocate of the museum militant. 

It was at this time that the Museum coined a number of slogans in its campaign — "to 
make the galleries work," "design sells," and "art into daily life" — which clearly show a 
reformist spirit much like that of the various European werkbunds of the period. Henry 
Kent advocated that the Metropolitan acquire objects from the annuals, but Edward 
Robinson, the Director, quickly rejected the idea. ^ 7 In Richard Bach, however, Kent had 
finally found his protege, and together they explored new directions for the Museum. 

Like their predecessors, the exhibits of the early 1920s were more interesting in 
theory than in aesthetic content. The Museum's major goal at this time was to establish 
ties with the field of industrial design and to work out a series of guidelines for the 
exhibits. 

For the 1920 annual there was a greater emphasis on objects currently in production 
rather than on custom work, an important distinction Bach would expand on in later 
exhibitions with his idea of "quantity production."?*^ Sources of inspiration in the 
Museum's collection were now noted on labels. Designers, such as Elsie de Wolf, Ruth 
Reeves, Peer Smed, and Rafael Gustavino, began to participate alongside the manufactur- 
ers. There was, moreover, a wider variety of media shown, including packaging for toilet- 
ries, advertising, and interior-design drawings. 

The fifth annual, held in 1920-21, marked the first use of the phrase "American 
Industrial Art" in the title. ?9 Bach now began to use the term "good design" in 
publications, three decades before its adoption by Edgar Kaufmann, jn, for a series of 
contemporary design shows at the Museum of Modern Art. The fifth annual marked the 
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7 "The Museum of Art as a Laboratory: Sixth Exhibition of American Industrial Art," 1922 



first appearance of noted architects as participants: Carrere and Hastings, John Russell 
Pope, and Bertram Goodhue, Such was the success of these annuals, both in New York 
and nationally, that participating manufacturers and department stores used the Museum's 
name in their advertisements. 

By 1922 the sixth annual had grown to more than six hundred objects and was 
moved to the Gallery of Special Exhibitions (figure y).^" Designers' names were listed 
for the first time on labels, an important recognition for the profession. The Museum 
stipulated that objects could not have been released commercially, so that they were 
shown for the first time at the Metropolitan; hencefiDrth manufacturers carefully 
coordinated their marketing with the Museum. 

In the Annual Report the Trustees noted their approval of the Museum's accom- 
plishments during the early 1920s as the annuals developed. 

We may safely say that the foundation has been laid in the work with manufacturers 
and designers and the editors of their representative trade journals conducted by 
Mr. Bach. The stand taken by the Museum is now recognized, and the initial 
chapter in this phase of work has been written. From many cities the trades are now 
coming to the Museum; its scope is demonstrated once more as that of a national 
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museum. . . . These exhibitions are now recognized in the trades and trade press; 
they are looked forward to as annual events and their example emulated.4' 

As the complexity of the shows increased, Breck formed a National Advisory 
Committee in 1923 to help with their organization. Committee members, however, 
consisted solely of manufacturers — not designers — which was still a reflection of the 
Museum's initial policy. Ironically, it was the seventh annual that used the word "design" 
for the first time in the show's title, a term that would be chosen six decades later by the 
Department of Twentieth Century Art for its applied arts collection.4^ 

In 1924 the eighth annual — more than nine hundred objects — marked a dramatic 
change.4? Three years earlier Bach had written: 

Our effort has developed as part of a great movement for the benefit of American 
design in the industrial arts. Our exhibitions have always been representative only in 
small degree, since they have consisted only of things based on study in our own 
galleries; yet this limitation has never prevented us from offering an all-round and 
fairly inclusive exhibition. Were it possible to open the galleries for a general 
exhibition of industrial art, regardless of the source of inspiration for the motives 
shown, our greater effectiveness would appear at once. 44 

With the removal of this restriction, the Metropolitan became the first major 
museum in America to mount an annual of the best examples of contemporary design.45 
Bach no doubt was responding to the influence of Breck, who was actively acquiring and 
exhibiting examples of European Art Deco, new work that clearly showed how 
retardataire American design in general was at that time. 

Bach, on the other hand, was thinking seriously about a new direction for American 
design. He was now committed to machine production as an alternative to handcrafts- 
manship — but within a certain context. In 1924 he wrote that "the machine cannot hurt 
good design. . . . The test of design in modern industrial art is to be found only in objects 
of quantity production. "46 

Industrial design or art had a different meaning in the era before World War II than 
it does now. Bach defined "quantity production" as "the manufacture of a number of 
pieces at a time from a single design, or the manufacture of a number of identical pieces 
from time to time, but from a model or drawings retained for the purpose. "47 It was not 
necessary that large numbers were produced or that objects be made completely by 
machine. What mattered was the intention of the designer that multiples be made in the 
most straightforward manner. 

Bach saw this method of manufacture, moreover, as innately American. "Quantity 
production is a democratic expedient for getting good design to the largest number at 
short notice and at most reasonable cost."48 

At the same time Bach was beginning to grapple with the issue of a contemporary 
style, for most of the work in the early Museum annuals had been historicizing. Like 
many of his European and American contemporaries, Bach was searching for a new style 
that would build on the past without copying it or fully breaking with it, what has been 
called "an intuitive rather than academic eclecticism. "49 
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We have an advantage which no other era has enjoyed. The styles of all time are 
ours. Until we can walk freely ourselves, we lean upon these styles, meanwhile 

achieving a steady step and a gait and stride which will be our own Out of them 

and their consistent use will come that style or those styles which will represent the 
twentieth century?" 

This moderate course — this search for a means to bridge the past and present — was to 
be indicative of the inclusive nature of the Metropolitan s collections, exhibitions, and 
publications then and into the future. 

While Bach produced nine loan exhibitions during the pre- 192 5 period, Joseph 
Breck was involved with only two shows. The first was "Modern French Fine and Applied 
Art" in 1919, perhaps the first foreign showing of contemporary design at the Metropoli- 
tan Museum. 5' Although the show consisted largely of paintings and sculpture, there 
were also examples of ceramics, metalwork, and textiles by such artists as Auguste 
Delaherche and Andre Metthey. 

Breck's second exhibit, in 1923, was devoted to "American Handicrafts,"?^ It was 
the first collaboration between the Metropolitan Museum and the American Federation 
of Arts on a contemporary applied arts show, although the Museum was not involved in 
its preparation. The exhibition consisted of more than two hundred objects representing 
a wide range of media. Organized to celebrate the twenty-fifth anniversary of the famous 
"Arts and Crafts" exhibit in Boston (1897), the project was clearly intended to help 
offset the growing influence of the machine. The cause of American "craft," however, 
would not become an important concern for the Metropolitan until the period following 
World War IL?^ 

Breck's major work at this time was with the permanent collection. Starting in 1922, 
Edward C. Moore, Jr., gave funds to the Metropolitan for the purchase of contemporary 
decorative arts; he was to be the first of five donors in this century who would significantly 
augment the twentieth-century design collection through acquisition funds or objects. 54 
In 1922 Breck began to assemble the first inclusive Modern design collection in a major 
American museum. 

Breck's taste was conservative and frankly European. Like Bach, he favored design 
that was part of the evolving "intuitive eclecticism." In 1927 he expressed this preference 
in writing about Art Deco work: "Here was beauty of proportions, of simple masses, of 
clean lines. . . . [T]he elements derived from the antique were so transformed that the 
design as a whole represented an original creation. The same freshness of expression [was 
achieved] without violent departure from tradition."? 5 Breck's formation and exhibition 
of the collection during the early 1920s clearly reflected this viewpoint. 

His acquisitions were largely drawn from two areas: decorative design and craft. 
Objects were mostly contemporary and European. There was a wide range of media — 
glass, ceramics (more than three dozen pieces), metalwork, textiles, architectural 
fragments, and furniture — although furniture was clearly considered the most important 
form. Remarkably, Breck's criteria would remain valid for the next sixty years. 

In 1923 Breck installed a selection of his new acquisitions along with several loans 
from Robert de Forest's collection (figure 8). Such a seminal event in the Metropolitan's 
history — the first exhibition of its kind — is worthy of note. Breck chose to call the new 
installation "modern decorative arts."?^ The gallery was not intended to show a repre- 
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8. Objects acquired by Joseph Breck in 1923: commode 
and mirror by Louis Sue, Andre Mare, and Paul Vera; 

candelabra by Georg Jensen; vase by Gerhard Henning 
(Purchase, Edward C. Moore, Jr., Gift, 1923: 23.175.1; 
23.175.14, 23.179.1-2, 23.114.5ab) 



sentative sampling of the holdings but was conceived as a rotating installation, often 
incorporating new acquisitions. 5 7 Breck clearly envisioned the new gallery as a space to 
show what had happened in Europe and what was to come in America. 

Today, after a decade ripe with promise, there is every indication that we are to see 
in our own time the triumph of a modern style, based on tradition but modified, as 
this perilous inheritance has always been modified in every great period of the past, 
to meet the new requirements of changed conditions of life. In France, Germany 
Austria, and other European countries, the development of a modern style in the 
field of the applied arts is taking place so rapidly that the International Exposition 
of Decorative Arts, to be held in Paris in 1924 [sic], should definitely mark the 
beginning of a new era. 

If the decorative arts in Europe are speedily outgrowing the period of tutelage 
characterized by the copy and the pastiche, this country has contributed little as yet 
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to the evolution of a new style. The dependence on the past, which characterizes so 
much of our applied art today, would be disheartening were it not, as we confidently 
believe, merely a stage in the evolution of taste — a period of assimilation which 
will be followed in due time by one of original expression. In matters of art we 
learn from the past; but, apprentice days over, we must make our own contribution 
to the living tradition of art. That such contributions have been made during the 
last fifty years, and are becoming increasingly more numerous, is evident even in the 
little collection now displayed, and justifies the Museum in its venture into this 
uncharted domain. 5 » 

The installation quite naturally reflected the variety of material in the collection, 
but it was the chronological range of objects that was exceptional. Two generations of 
American and European artists were shown spanning the decades from about 1870 to 1923. 
Stylistically the gallery included both Art Deco and Art Nouveau — the latter being then 
much out of vogue. Once again, Breck's vision proved perceptive, for both of these styles 
have remained a strength of the Metropolitan's holdings down to the present. 

Thus, by 1925, both Bach and Breck had established their positions at the Museum. 
After nine annuals. Bach had finally changed the format of the exhibitions and clarified 
his own thinking. With funding behind him, Breck had begun the formation of a 
Modern design collection, which was placed on view for the American public and 
designers. It is particularly important to note that all of this had been accomplished before 
the Paris Exposition of 1925. During the next fifteen years, the Metropolitan's program 
would expand even more dramatically. 

1925-1940 

Although Modern design and architecture existed in the United States before 1925, the 
Paris Exposition that year had a considerable impact in this country particularly in the 
applied arts.59 Perhaps more than anything else, the Exposition made Americans aware 
that Modern design was still very much a nascent movement here. During the late 1920s, 
there was a virtual explosion of interest in such innovative work by American designers, 
critics, department stores, and museums. The Metropolitan proved to be one of the most 
influential leaders in the field. 

Among Joseph Breck's most important undertakings was a series of exhibitions of 
contemporary applied arts from abroad. In 1926, while Breck was Acting Director, the 
Metropolitan hosted an exhibit of material from the Paris Exposition selected by Charles 
Richards for the American Association of Museums (AAM). The range of Western 
design was international — except for Germany and the United States, which had not 
participated — but stylistically the work was quite conservative. Only Art Deco objects 
(figure 9) were chosen, even though Modernist and moderne design had been shown in 
Paris. Nonetheless, this 1926 exhibit was immensely influential, for its nine-city tour gave 
many Americans their first exposure to this new style. Breck himself wrote of the 
Exposition's importance. 

For the past twenty-five years and more a new style in decoration has been devel- 
oping in Europe. It has thrown overboard the copy and the pastiche which the 
topsy-turvy nineteenth century in the throes of industrialism substituted for orig- 
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9- Exhibition of selected objects from the 1925 Paris Exposition, 1926 



inal creation. It strives to embody old principles in new forms of beauty, and to 
meet new conditions of living with frankness and understanding. The "historic 
styles" were not created overnight, and, doubtless, considerable time must elapse 
before this "modern style" takes definite shape. But that it has already attained 
international proportions; that it has the adherence of many of the leading Euro- 
pean manufacturers and artists in the field of decorative art; that it is profoundly 
influencing the education of the younger generation of artists; that it has won the 
suffrage of a wide public; and finally that work in this new style is already being 
produced which equals in beauty the achievements of any age, were demonstrated 
beyond question in the great Paris exposition of 1925, devoted exclusively to 
decorative arts in the modern spirit.^^'^ 

Two further points should be noted about the AAM exhibit. A number of objects 
by major designers were grouped in ensembles. This was a significant departure for the 
Metropolitan in installation technique, and it would serve as a precedent for Bach's shows 
in the late 1920s and 1930s. Also, the Paris Exposition was of special interest to Breck 
since he had made a number of major acquisitions in France during 1925; these objects 
were on view concurrently with the 1926 exhibit. 

One of France's rivals as a leader in the applied arts during the period before World 
War II was Sweden. In 1927 the Museum hosted a large exhibition of contemporary 
Swedish decorative arts, the first in a series of Scandinavian shows held at the 
Metropolitan.^' Nordic design appealed to Museum officials and the American public 
because it was thought to be less aristocratic and more democratic. Breck noted that 
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lo. "Swedish Contemporary Decorative Arts," 1927 



"contemporary Swedish decorative art is far from expensive or luxurious in character. It 
reflects, on the contrary, the tastes and needs of the comfortable middle class for which it 
is made."^^ 

The exhibit itself (figure 10) was designed by Carl G. Bergsten, the architect of 
the Swedish Pavilion at the Paris Exposition, and it was a marked improvement over 
the Museum's usual installations.^^ This appears to be the first instance in which the 
Metropolitan allowed a noted artist to design a contemporary exhibit in the Museum, 
and it too would serve as a model for Bach. Breck was so taken with Swedish design that 
he purchased thirteen pieces of glass from the exhibit.64 

A third international exhibition, held in 1930, was devoted to Mexican fine and 
applied arts from the sixteenth century to the present.65 The show was organized by Rene 
d'Harnoncourt for AFA and included historic and contemporary applied arts — both 
craft and folk art. Like the "American Handicrafts " exhibit of 1923, this show was one of 
the few in which the Museum ventured away from its commitment to industrial art 
during the prewar period. 

Perhaps the most lasting aspect of a curator's work is acquisitions. Joseph Breck left 
a small, but remarkably fine, collection of modern design at the Metropolitan.^^ He 
began to acquire Art Nouveau and Art Deco design in 1922, and he augmented this 
collection significantly three years later with a number of items purchased in Paris at the 
time of the Exposition (see pages 156- 77). Among the more notable Art Deco examples 
were a cabinet by Jacques Emile Ruhlmann, an armchair and desk by Siie et Mare, and a 
silver service by Jean Puiforcat.^^ In 1926 Breck bought some examples of French Art 
Nouveau ceramics and furniture, including an armchair by Georges de Feure (figure 11); 
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II. Armchair, 1899-1900, by Georges de Feure. Purchase, 12. Cabinet, 1861, by Philip Webb for Morris and 

Edward C. Moore, Jr., Gift, 1926 (26.228.2) Company. Rogers Fund, 1926 (26.26.54) 



many of these objects were purchased from Samuel Bing's famous shop, L'Art Nouveau. 
In the previous year, the Museum had acquired a number of objects by Louis Tiffany on 
extended loan from the Tiffany Foundation.^* Breck was keenly aware of the roots of 
Modern design, and in 1926 he also purchased a remarkable English Arts and Crafts 
cabinet by Philip Webb (figure 12). Three years later several examples of Danish and 
French ceramics were acquired.^9 

In 1926 a gallery in the Museum was opened for "the display of the permanent 
collection of modern decorative arts. Up to then the collection had been shown in a 
small gallery in a distant part of the Museum." 7" Located next to the Gallery of Special 
Exhibitions, this was the first prominent and long-term space allotted to Modern design 
at the Metropolitan. It is not clear how long the gallery was maintained, although 
photographs of it exist as late as 1929 (figure 13), and there are references to it in the 
Bulletin of January 1935. 

It is worth noting what Breck meant by "modern" in 1926. As in his temporary 
exhibition of 1923, the installation consisted of decorative design and craft, and the 
chronological range spanned approximately a half century. Writing of a new acquisition, 
Breck also noted the criteria that he thought of as "characteristic of the recent trend in 
furniture design": "the absence of ornament," an emphasis on the inherent qualities of 
the material, and "the carefully studied proportions of. . . simple forms." 7' Theoretically 
at least, Breck's ideas sounded remarkably like the Modernists' with the exception of 
their insistence on asymmetrical, planar forms (see page 106). This moderate stance thus 
allowed the Metropolitan to collect a wide variety of Contemporary work. 
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I J. The Modern Decorative Arts Gallery, photographed in 1929 



The third aspect of Breck's responsibilities involved the historical shows mounted 
by the Department of Decorative Arts, which generally consisted of three types. These 
exhibitions were by no means the large-scale art historical shows that we have become 
accustomed to since World War 11. Although the Museum mounted innumerable 
contemporary exhibitions, it could not at this point deal with the Modern Movement 
in any kind of significant historical context. 

The first type of exhibition included "one-medium" shows that drew primarily on 
the Museum's permanent collections. The earliest, held in 1927, was "Painted and Printed 
Fabrics," with approximately twenty American, French, and English textiles.^^ The second 
of these exhibits (1936) mounted by the Decorative Arts Department was devoted to 
glass from 1500 B. C. to the present.73 It enabled the Museum to display a number of 
new acquisitions from Steuben, but even more important was the fact that it afforded a 
much-needed opportunity to show modern work in an historical perspective in terms of 
form, material, and technique. 

The second category of exhibit involved three "one-man" shows, extremely modest 
affairs devoted to American artists represented in the collection;74 Adelaide Alsop 
Robineau (1929-30), Charles F. Binns (1935), and John La Farge (i936).75 The first two 
were memorial shows done shortly after the ceramists had died; the third was a centennial 
celebration of La Farge 's birth. The two ceramic exhibits are of interest for they mark the 
beginnings of C. Louise Avery's impact on the Department of Decorative Arts; she would 
be largely responsible for shaping the ceramics collection, even into the 19505.7^" 

Finally, there was an exhibition of Victorian and Edwardian dresses, held in 1939.77 
Although the installation consisted of only sixty examples, this seems to have been the 
first show devoted to modern costume, a harbinger of what would be a major focus of the 
Museum after the Second World War. 
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Departments at the Metropolitan often reflect the personalities of their senior 
curators in terms of structure and ambition. Nowhere was this truer than with Joseph 
Breck and the significant mandate that he exercised at the Museum. After his death in 
1933, the Department of Decorative Arts was divided into three parts: Medieval Art, The 
American Wing (objects from European colonization to 1825), and Renaissance and 
Modern Art (including American art after 1825). This marked the first use of the term 
"modern' ' for a d epartment at the Metropolitan. With Preston Remington as the new 
head, the department continued to make acquisitions, although not with Bach's scope.78 
In 1934, for example, the Museum acquired a number of pieces of French and Danish 
moderne design, including metalwork, glass, and ceramics.79 

Richard Bach's work at the Museum during the fifteen years before World War II 
had an immediate impact on the field. He continued the remarkable series of annuals of 
American industrial art, but he was also involved with Breck in the organization of three 
shows with AFA. 

In 1926 Bach wrote to Henry Kent with a proposal for a series of American 
"one-line" (i.e., material) or "one-man" exhibitions at the Museum; he cited the Musee 
Galliera in Paris as the model and included a checklist of their shows from 1901 through 
1926.*° Shortly thereafter the General Education Board, through Charles Richards, made 
a grant to AFA for three international one-material exhibits.^' A Department of Indus- 
trial Art was established within AFA with Richard Bach and Helen Plumb as associates. 
Bach and Plumb coordinated with advisory committees in each country, and their pre- 
liminary selections were then judged by an American jury appointed by AFA. The shows 
were installed at the Metropolitan by the Department of Decorative Arts, which occa- 
sionally made acquisitions from the exhibits. Given such an elaborate and ambitious 
structure, it is amazing that these large exhibitions were often mounted within a year's time. 

In essence, Richards conceived of these shows as a way "to bring to the American 
public and to American manufacturers, merchants and designers the best foreign achieve- 
ments in a particular field of applied art side by side with our own creations in the hope 
that thus we may be able more readily to estimate our own position and to take advan- 
tage of whatever suggestions the contemporary work of other peoples may hold for us."*^ 
The exhibitions were envisioned as having a national impact, much like the large 
expositions in the second half of the nineteenth century. Louise Avery wrote that "they 
serve a similar purpose. By reaching thousands of Americans through their display in 
seven or eight of the most important museums in this country, they will have tremendous 
appeal."^? The shows were limited to contemporary Western European and American 
work but included the entire range of decorative and industrial design, as well as craft. 
Because they were organized by media, the emphasis was generally on new materials or 
techniques. Objects were usually grouped by country and points were often made about 
national characteristics or trends to compare with American production. 

The first exhibit, in 1928, was devoted to ceramics.*^ It included functional and 
sculptural pieces, as well as architectural work, a division that would become much more 
pronounced in post- 1960 ceramics. There was, in fact, little Modernist work in this initial 
exhibit (figure 14). 

In the next year the subject was glass and rugs.*^ Americans were now becoming 
aware of the growing schism in Europe between handmade and machine production, 
often with nationalistic overtones. Louise Avery noted: 
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"International Exhibition of Ceramic Art,' 
1928 



15. The tenth industrial art annual, 1926 



It is interesting to contrast prevailing trends in French and German craftsmanship 
and to discover the services performed hy each. Despite unfavorable conditions, 
France has continued to support artists who, working individually, produce pieces of 
unique character. There are many of these artists, like Decorchemont and Marinot, 
who, though they can never serve a large public, nevertheless fashion pieces of first 
rank, such as collectors will treasure highly, and who undoubtedly exert tremendous 
influence upon less creative artists. It is this quality in the French temperament 
which has always made France an originator and arbiter of styles. In Germany 
poverty has strengthened the natural tendency to be intensely practical and to stress 
simplicity and utility. Consequently here we find a great demand for things of good 
design, extremely simple in form and decoration, which can be produced in factories 
in large quantity and sold at small cost. The Federation's present exhibition of 
modern rugs and glassware illustrates both these extremes and also many inter- 
mediate variations.*^^ 

In 1930 the third, and final, AFA collaboration was devoted to metalwork and cotton 
textiles, the latter chosen because it constituted such a large part of the American textile 
industry'^'^ Richards himself seems to have been aware of an increased interest in 
Modernism in America and spoke supportively of this new design aesthetic. 

This emphasis upon functional design and suppression of ornament is reflected 
today in all the countries of western continental Europe, but in varying degree, 

according to the temper of the different peoples 

One sometimes feels that the principle of functional design has been so 
studiously followed that all considerations of agreeable contours, interest of surface, 
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and elegance of effect are ruthlessly set aside with results that are often harsh and 
uncompromising. In other words, we seem to be in danger of the distressing results 
of art by formula. This may be true, but one must realize that we are in a state of 
transition and flux in the matter of contemporary design, and that it behooves us to 
judge these experiments leniently with the thought that they represent a sound and 
sane initial approach to the problem of design for the machine and constitute a 
basis that will in time, we may well hope, rescue us from the endless repetition of 
forms and ornament based on outworn traditions of hand craftsmanship. 

It is the Germans who have carried this idea farthest. With characteristic zeal, 
they are concentrating upon the effort to produce "type forms" in which both the 
limitations and capabilities of the machine are recognized and which can be 
produced with the greatest speed and economy.^ 
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The exhibition, in fact, included a number of textiles and metalwork from the 
Bauhaus at Dessau. The Metropolitan was thus among the earliest museums in the 
United States to debate and exhibit Modernist design, although, sadly, it failed to acquire 
any objects from these significant exhibitions.'^9 The Museum's commitment during these 
decades was primarily to decorative design, as Bach's annuals made evident. 

In 1924 Bach had finally persuaded the Museum to change the criteria for inclusion 
from objects inspired by the Metropolitan's collection to the best examples of American 
design. It was not until two years later — in the tenth annual — that he achieved his real 
goal: the display of original design rather than the historicizing work seen earlier.9" The 
rules for the annual of 1926-27 excluded reproductions and further required that objects 
could not have been exhibited previously One of the most notable pieces in the show 
was a large table made by John Helmsky Inc., reflecting an Americanized version of Art 
Deco (figure 15). 

The Museum during these years had an active collaboration not only with AFA but 
also with a number of department stores in New York.9' Perhaps the most significant was 
with Macy's, which mounted two large exhibits in 1927 and 1928.9^ Richard Bach was 
involved with both, as was Robert de Forest. For the opening of the "Exposition of Art 
in Trade at Macy's" in 1927, de Forest, as President of the Museum, made two very 
important points concerning contemporary applied arts that reflected his populist 
viewpoint: 

Until recently most people thought of art museums only in terms of painting and 
sculpture. It was the Germans, as I recall, who first began to admit to their art 
exhibitions objects of applied or industrial art. These objects were classed in their 
catalogues under the heading of "Kleine Kunste" — the small arts. I have always 
resented this classification; it was treating the arts which must enter into the life of 
the people and the home with indignity. This attitude toward industrial art, which 
was by no means confined to the Germans, has now changed. The small arts have 
come into their own. 

All of our principal American art museums today are collecting and exhibiting 
objects of industrial art, and the once small arts are given a place of honor on an 
equality with the fine arts of painting and sculpture. 

The last great Paris art exhibition was in fact limited to industrial art, and it is 
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i6. The court designed by Armistead Fitzhugh for 17. Bedroom designed by John Wellborn Root for the 1929 annual 

the Museum's eleventh industrial art annual, 1929 



notable that among the most important exhibits of this great international exhibi- 
tion in the art center of the world were those of the four great department stores 
of Paris, thus emphasizing what we are emphasizing today — the relation of the 
department store to the development of art. . . . 

Our great department stores . . . exert an even wider influence than our own 
art museums. They not only show, but th ey circulate — they give the opportunity 
not only of seeing but of buying, taking away, and bringing into the home.95 

The Macy's exhibition of 1927 was planned by Lee Simonson, and it included a 
number of contemporary group settings by noted American designers such as Paul Franki 
and Jules Bouy. The 1928 show was international in scope, with room settings by such 
Europeans as Bruno Paul, Josef Hoffmann, and Gio Ponti, and such American designers 
as Eugene Schoen, Kem Weber, and William Lescaze. Of particular interest was 
Simonson's layout of the e)(hibit, which featured a central court with fountain, around 
which the room settings and cases for small objects were arranged. 

Thus by the eleventh annual in 1929, the situation in the design field had changed 
dramatically for Bach. Joseph Breck had exhibited some of the most advanced Modern 
design from Europe on the one hand, while New York department stores had gone 
further in showing complete room settings. Bach responded by radically altering the 
concept of the annuals. He formed a new Cooperating Committee, which consisted 
of some of the most noted architects in America, instead of manufacturers. The title of 
the exhibition was correspondingly changed to "The Architect and the Industrial Arts." 
The show featured thirteen room settings — both domestic and commercial — designed 
by nine architects, and all of the objects were created especially for the occasion.94 The 
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importance of the 1929 annual was, of course, that the Metropolitan was at long last 
moving away from didactic shows like the early annuals and the AFA collaborations 
toward the active promotion of a new, modern style. The eleventh annual remains perhaps 
the epitome of the American version of Art Deco. 

The organization of the exhibition was done by the architects working together. 
The general layout of the gallery was completed by Eliel Saarinen, although the central 
court with fountain was designed by Armistead Fitzhugh (figure 16). Two interesting 
proposals were never realized: Frank Lloyd Wright was asked to submit a music room, 
and Eliel Saarinen was to have designed an "automobile exhibit" for the central garden.95 
Even as executed, however, the eleventh annual proved to be a diverse exhibition 
illustrating three directions in Art Deco during the late 1920s. A number of the settings 
were clearly influenced by French work, such as the bedroom by John Wellborn Root 
(figure 17). In contrast, other rooms were highly geometric in terms of form and 
patterning, as in the dining room by Eliel Saarinen (figure 18). Lastly there were interiors 
that anticipated the moderne with their emphasis on metal and glass, most notably the 
executive's office by Raymond Hood (figure 19). 

The twelfth exhibit, in 193 1, marked a return by Bach to the earlier format of the 
annuals, with a didactic installation showing the current state of manufacturing.96 One 
notable change was the inclusion of a new generation of artists — the industrial designer, 
an American invention. In the introduction to the exhibition catalogue Bach wrote at 
length about his view of contemporary design: its determinants, terminology and 
evolution. Clearly, he was still grappling with the exact role that the Museum should play 
in such a burgeoning movement. "The position of The Metropolitan Museum of Art 
with regard to contemporary industrial art is that of recorder and demonstrator, possibly 
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also that of qualified observen It assumes no authority, declines the power of arbitrator/'97 
This moderate stance was in sharp contrast to that of a museum that had just emerged as 
a dynamic force in the contemporary field. 

In 1929 the Museum of Modern Art had been founded, in many ways as a protest 
against the conservatism of American museums, including the Metropolitan. Four years 
later, MoMA sponsored its first design show, "Modern Architecture: International 
Exhibition," which was organized by Henry-Russell Hitchcock and Philip Johnson. In 
193 3 a Department of Architecture was established, with Johnson as its twenty-seven- year- 
old chairman. Among Johnson's earliest exhibits were "Objects: 1900 and Today" (193 3) 
and "Machine Art" (i934).9^ Alfred Barr and Johnson formulated an approach in the early 
1930s that stood in marked contrast to the Metropolitan. MoMA focused primarily on 
one style, Modernism, and its historical roots, assuming an almost evangelical spirit in its 
commitment to what it saw as the avant-garde. Its stance, moreover, became an exclusive 
one — in contrast to the Metropolitan's inclusive, moderate approach — especially in 
MoMA's tendency toward European rather than American design. Architecture and the 
applied arts were to receive equal emphasis, particularly in terms of exhibitions and 
publications, while the Metropolitan's commitment was clearly to the applied arts. In the 
collecting of applied arts, MoMA's emphasis was on industrial design; craft and decorative 
design were of secondary importance, the latter almost to the point of exclusion. 

At the start of a new decade, Bach's position was thus a delicate one, as he was 
confronted on all sides — department stores, designers' groups, and other museums — 
with an enormous amount of activity. In 1934 his office was restructured, no doubt as 
part of the general reorganization at the Metropolitan that resulted from the breakup of 
the Department of Decorative Arts after Breck's death. A Department of Industrial 
Relations had been created in 1928, but its responsibilities were now considerably aug- 
mented. Study Hours — now renamed Study Hours in Color and Design — were placed 
in Bach's department; their educational programs were dramatically expanded for stu- 
dents, professionals in the field, and the general public. A new division called Neigh- 
borhood Circulating Exhibitions was created to make the Museum's collections available 
to other areas in the city. A wide variety of programs was organized for "satellite" 
museums around the boroughs; the program proved to be immensely popular and drew 
hundreds of thousands of visitors until its cessation in 1941. But it was in terms of 
exhibitions that Bach was to have his most dramatic impact in the field. 

For the thirteenth annual, in 1934-35 (figure 20), Bach returned to his format of 
room settings first used in 1929.99 The opulence of the Art Deco style had ended with 
the Depression, and by the early 1930s American designers were searching for a new 
aesthetic — the moderne (see page 178) — which would reflect the economic, technologi- 
cal, and political reality of the New Deal. The Chicago World's Fair of 193 3 was perhaps 
the first mass display of this new design approach. '"^ Bach's annual the next year clearly 
reflected a major shift toward "quantity production." One of the participating designers 
noted the Committee's middle-class approach: 

The Co-operating Committee agreed that in contradistinction to the exhibition 
held in the lush period of five years ago, this one was to show what might be 
achieved at a low cost. As a gauge it was felt that any article put into mass produc- 
tion must be within the digestive capacity of the pocketbooks of those who paid 
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on an average of say twenty dollars per room per month. While we may still "love 
the garish day" we welcome any opportunity to try to create a fine thing in a 
simple manner.'"' 

The show clearly found a favorable response with the public, for the thirteenth 
annual was the most widely attended exhibition to have been held at the Metropolitan 
Museum. The committee, in fact, consisted of two generations of artists: twenty 
architects and industrial designers. The team of architects was given the central gallery 
under the direction of Arthur Loomis Harmon; the two younger groups of industrial 
designers were assigned the end galleries and were directed by Ely Jacques Kahn and 
Paul Philippe Cret.'°^ 

Perhaps no annual so clearly reflected Bach's inclusive approach to contemporary 
industrial art. Many of the older architects, who had participated in the 1929 exhibit, 
returned. Eliel Saarinen's "Room for a Lady" (figure 21) is indicative of their attempt to 
absorb a new aesthetic: the use of built-in seating and storage; the move to painted wood 
finishes to achieve sleek, polished surfaces; and a considerably more restrained use of 
geometric pattern and ornament. The work of industrial designers, such as Donald 
Deskey's dining room, contrasted markedly in their use of glass for mirrors, shelves, 
windows, and walls; metal for structural frames, lighting, and ornamental trim; and 
especially in the use of the "streamlined" curve. The "Designer's Office and Studio" by 
Raymond Loewy and Lee Simonson (figure 22) became one of the most famous 
American moderne interiors of the 1930s. Even the American Modernists were repre- 
sented in William Lescaze's living room (figure 23): the absence of any ornamentation, 
the planar walls of plaster and glass, the built-in lighting and furniture, and the tubular- 
steel armchair are all representative of this International Style. 

By 1934, however, the schism between the advocates of industrial and decorative 
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office designed by Raymond Loewy and 23. Living room designed by William Lescaze for the 1934 annual 

Lee Simonson for the 1934 annual 



design had become even more pronounced, with the two major museums in New York 
being increasingly cast in adversarial roles. Lewis Mumford in his "Sky Line" column in 
The New Yorker noted: 



Except in details, the exhibition now at the Metropolitan Museum is marking time. 
There has been no substantial advance over the forms that were on view five years ago. 

What is lacking in this exhibition is at least one modest room, composed of 
run-of-the-mill products, such as Mr. Philip Johnson recently showed at the 
Museum of Modern Art. That would be an object lesson in the grand fact that with 
the machine, beauty does not hinge upon expense. In its present form, the exhibition 
hardly differs seriously enough from that of a good department store to warrant 
the Metropolitan's special efforts. 



Richard Bach was to find that moderation was not always a virtue. In 1937 Bach, at 
the age of fifty, proposed a new series of industrial art shows that he hoped would reassert 
the Museum's position and extend well into the 1940s. ■°4 The Metropolitan would 
mount four types of exhibitions on an alternating basis: comprehensive shows including 
all kinds of applied arts (the industrial art annuals), one-material shows limited to 
American products, international one-material exhibits, and historical shows. 

The first of the one-material shows of American design was the fourteenth annual 
in 1937. '"5 It was a small exhibition devoted to silver, and it included both handmade and 
industrially manufactured objects, although the material was decidedly decorative. Forty 
pieces from the exhibit were shown in the United States Pavilion at the Paris Exposition 
m 1937 

That same year the first international one-material show was devoted to rugs and 
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carpets. Like the silver exhibit, the installation included handcrafted and machine- 
made products; but both of the exhibitions lacked an aesthetic focus, since they were 
envisioned as overviews of the field. Of particular interest was a suggestion by Bach in 
1936 that the Museum, in conjunction with the exhibition, should sponsor a competition 
with a carpet association to manufacture the winners. This idea would be developed by 
the Museum of Modern Art in two competitions in 1940-41 and 1948. 

By the time of the fifteenth annual, in 1940, a pronounced reaction had set in 
against the machine aesthetics — both Modernism and the moderne — showing a definite 
shift toward organic and biomorphic design with an emphasis on irregular form, texture, 
and nature, "o*^ One of the most perceptive critics of the period, Elizabeth Mock, noted: 

What gives the Museum's exhibition its importance is its faithful reflection of the 
newest tendencies in design. . . . If Mr. John Doe drops in to see the exhibition of 
Contemporary American Industrial Art which the Metropolitan Museum is 
showing this summer, he will doubtless be pleased to find that fashion has swung 
away from the functionalist design which he has always found so forbidding. ■«9 

The estrangement from such "functionalist" design had become so decided that Mock 
was led to remark further that "applied art had probably never been so inaccessible to its 
intended public." 

The Cooperating Committee for the exhibition consisted of twenty-two artists 

— twelve architects and ten designers — who produced thirteen domestic room settings 
under the general direction of Ely Jacques Kahn. A few of the first generation from the 
1929 exhibit returned, such as Eugene Schoen, Ralph Walker, and Kahn. It was, however, a 
younger generation that dominated the fifteenth annual, one that consisted of industrial 
designers — Donald Deskey, Russel Wright, and Gilbert Rohde — and architects 

— Wallace Harrison, Edward Durell Stone, and Louis Skidmore.'"' 

The new interiors showed a marked contrast to the sleek moderne settings created 
six years earlier. A "Dining Alcove" by Stone (figure 24) put a heavy emphasis on texture 
in its use of grass matting, exposed brick walls, bamboo lattice, and undulating wood 
ceiling. More sophisticated was Wallace Harrison's "Hall of a Country House" (figure 
25), a fanciful play of the functional and decorative. The freestanding closet and wash 
basin were exposed as major elements in the design; walls were covered in geometric 
wood paneling, against which the architect contrasted myriad biomorphic shapes in the 
carpeting, the furniture, a suspended ceiling panel, and even a mobile by Alexander 
Calder. A living room by Gilbert Rohde (figure 26) showed a similar emphasis on 
irregular forms and textures. 

In addition to the room settings, there were also auxiliary displays worthy of note: 

New materials are employed and new methods of utilizing old materials — fabrics 
of glass, fluorescent-tube lighting, plastics of recent development, new treatments 
of metals, and new methods of applying glass to walls, to mention only a few. There 
are four groups arranged by material; these consist of metals, glass, plastic, ceramics, 
synthetic fabrics, and wood." ' 

Perhaps the most interesting exhibit was "Metals and Synthetic Textiles" by Louis 
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i4f. Dining room designed by Edward Durell Stone for 25. "Hall of a Country House" designed by Wallace K. Harrison for 

the 1940 annual the 1940 annual 



Skidmore and Harvey Wiley Corbett (^figure 27). It was a dramatic architectural 
installation consisting of a free-form base, a cantilevered aluminum structure with 
stainless-steel wires, gooseneck lamps for lighting, and a floating, curved canopy. 

The 1940 exhibit was to be the last of the annuals, although Bach did not realize 
this at the time. The onset of the Second World War severely curtailed the Museum's 
activities, but afterward the institution entered a new phase under another director. A 
remarkable quarter century of achievement in the field of contemporary design had come 
to an end. 

1940— 1967 

It is not clear why the Metropolitan Museum withdrew during the 1940s from an active 
role in Modern design. Certainly, a deliberate decision to do so would have involved 
discussions between the Director and the staff, yet no evidence seems to exist in the 
Museums archives. In 1952 Richard Bach wrote simply that "re-deployment of Museum 
staff and assignments in relation to the War and the disturbed situation following, both in 
the Museum and in industry, combined to discourage their resumption.""-^ 

It is true that major changes had occurred in the Museum's staff, even as early as the 
1930s. Two design advocates — Robert de Forest and Joseph Breck — had died in 
193 1 and 193 3, respectively, but perhaps the most serious loss was the retirement of Henry 
Kent in 1940." ^ He had wielded enormous power at the Museum and was the one who 
had first conceived the industrial art shows. The year after he left, the Department of 
Industrial Relations was disbanded, and Bach was made Dean of an enlarged Department 
of Education and Extension, a position he held until 1949. 

The most dramatic change at the Metropolitan was undoubtedly the arrival in 1940 
of Francis Henry Taylor, one of the youngest and most mercurial directors to serve the 
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Living room designed by Gilbert Rohde for the 1940 annual 27. Display designed by Louis Skidmore and Harvey Wiley Corbett 

for the 1940 annual 



Museum. In the Annual Report that year Taylor wrote supportively of the Museum's 
record in the field of contemporary design, placing a particular emphasis on fashion and 
textiles. 

With the collapse of Paris as the fashion center of the world, New York has become 
the market not merely of the Western Hemisphere but, certainly so far as the 
luxury trades are concerned, the only large free exchange operating at the present 
time. The Museum has within its walls, in its collections of textiles, prints, and 
decorative arts, the most comprehensive body of study material on this continent. 
And all of this, taken in consideration with the collections of documents on 
ornament in the Print Department, places this institution in the front ranks of all 
the museums of the world as a source for students and designers. One of the most 
important and immediate functions of the Museum is to place this material at the 
disposal of industry and to take its proper part in the commercial as well as 
intellectual life of the city. "4 

In 1940 Bach prepared a report for the Trustees proposing an ambitious program of 
exhibitions: 

I visualize as part of a general program of industrial art exhibitions not only the 
comprehensive and the one-material types, but also large shows held outside 
the building under our direction, but with the cooperation of other museums in the 
city. Such exhibitions would contain not only complete room schemes, in full scale, 
consisting entirely of specially designed products, but also related displays of 
materials and processes, and products to illustrate them."^ 



31 



No written record exists of Taylor's response to Bach's memo, but within a year relations 
between the two men seem to have become strained. Perhaps it was the difference in 
their ages — Bach was fifty-three, Taylor thirty-seven — or the fact that Bach had so 
clearly been one of Kent's proteges for twenty-two years. Whatever the reason, it became 
evident early in Taylor's tenure that Bach's programs would not be renewed. 

From a curatorial point of view, the situation was even more disheartening. There 
was no single individual now in charge of the modern collection, nor was there any master 
plan for acquisitions. Objects continued to come into the collection during this quarter 
century, although in a random manner. To some degree, this was the result of a repeated 
reorganization of the decorative arts departments after Breck's death in 193 3. The 
American Wing was initially limited to objects dating before 1825, so that all later 
material would have been collected by the Department of Renaissance and Modern Art. 
It is not clear at what point the wing was given responsibility for all American decorative 
arts, but it definitely occurred before a further shifting of departments by Taylor in 1948, 
when he created a new division called American Art, which combined the fine and 
applied arts. "7 

The situation became even more confused in the next decade with the appointment 
of James J. Rorimer as Director in 1955. All the American and European departments 
were realigned the following year, but the Modern design holdings were still split into 
European and American divisions, thus preventing any kind of coherent collecting. 

The other major curatorial change in the post-1940 period was the arrival of the 
Costume Institute at the Metropolitan. The collection had initially been formed by Irene 
and Alice Lewisohn in the early twentieth century, but it was not organized as a museum 
until 1937. Although it became a part of the Metropolitan seven years later, the Costume 
Institute did not move there until 1946, and it would be thirteen years more before it was 
made a curatorial department. "9 

The Museum had collected costumes before 1944 as part of its textile holdings, and 
a number of exhibitions had been mounted (see Appendix A). The addition of the 
Costume Institute, however, was portentous for the Museum's involvement with the 
entire design field. Taylor had shown the Lewisohn collection in 1937 while he was still 
Director of the Worcester Art Museum, and as Director of the Metropolitan he 
negotiated its transference there, where he envisioned it as a major resource for the field. 
In 1945 the Trustees noted their approval of the transaction. 

The most distinguished of our moves in the direction of assistance to industry has 
been in our alliance with the Costume Institute. Under the highly able manage- 
ment of Miss Dorothy Shaver, this organization in 1944 became a part of the 
Metropolitan Museum. Its collections are now to be moved to our halls, and we are 
planning a most active use of them as examples in matters of taste and design. 
Members of the fashion industry, both corporate and individual, have contributed 
largely to the funds necessary to carry on the Institute. We hope to establish an 
active, living relationship with the industry by consultation with those who are 
directly interested in the organization. 

In furtherance of our charter purpose of "encouraging and developing . . . the 
application of arts to manufacture and practical life," the Trustees have this year 
created several classes of industrial membership open to all corporations, associa- 



32 



28. Dress, ca. 1945, by Adrian, exhibited in 
"American Fashions and Fabrics," 1945 



tions, and partnerships. We have had a fine initial response from industrial 
contributors, which should and will grow as more industries become aware of the 
unparalleled sources of design and the wealth of reference material available at the 
Museum.'^" 

In 1946 Taylor himself wrote, "A major accomplishment of the year here under review was 
the union of the Costume Institute with the Museum. This was not only a benefit to 
both institutions but a long, forward step on the part of the Museum in the large field of 
industrial relations."'^' 

Under the leadership of Polaire Weissman, the Costume Institute became a 
dynamic department at the Museum in terms of acquisitions and exhibitions (figure 28). 
It initially produced one or two shows a year, and, with the establishment of the "Party of 
the Year" benefit in 1948, the Institute became a major force in the world of couture, w ith 
strong ties to designers and manufacturers. Its annual exhibitions, moreover, had a 
substantial impact on the design world, particularly after the appointment of Diana 
Vreeland in 1972.'-^^ 

Whether by design or osmosis, a profound change began to occur at the 
Metropolitan by the late 1940s. The Museum's commitment to "the application of arts to 
manufacture and practical life" shifted from the applied arts (i.e., decorative design, craft, 
and industrial design) to costume. In terms of publications and exhibitions — although 
not acquisitions — the applied arts would be unable, in the second half of the twentieth 
century, to regain the preeminent position at the Museum they had had in the days of 
Bach and Breck. 
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29. "Modern British Crafts, " 1942 



During the 1940s Edgar Kaufmann, jr, would in many ways become Richard Bach's 
successor, though at the Museum of Modern Art. He made MoM A an international 
leader in the field of industrial design, and his design policy has been largely retained to 
the present. The removal of the Metropolitan as a moderating influence in the applied 
arts no doubt contributed in part to the ascendance of Modernism as the predominant 
style in America during the postwar years. The Museum did not completely abandon the 
field, for it hosted a number of exhibits during this quarter century, but it was not as 
actively involved in their organization as in the prewar years. 

Most of the shows were in fact devoted to craft, and Bach was initially involved 
with several of these exhibits. From the late 1930s, his interest had begun to shift from 
industrial art to craft, and he worked with Aileen Osborn Webb on committees for 
national surveys, competitions, and exhibitions, for what would eventually become the 
American Craft Council and Museum; this work extended at least into the early 1950s. 
Bach's views on what constituted craft are particularly interesting. Consistent with his 
inclusive definition of industrial art, craft did not necessarily exclude the machine. In 
fact, much debate was given during this period to the terms "craftsman/designer" and 
"designer/craftsman." 

One of the first visual demonstrations of Bach's view of craft was an exhibit held in 
1942 of "Modern British Crafts," which he helped to organize. '^4 Most of the work was 
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quite conservative and consisted of what we would now call folk and decorative art (figure 
29). Charles Marriott, an English critic, noted the peculiar position of the machine in 
British design at that time: "The crux of the present situation in British crafts is the 

existence side by side of hand and machine production Wisely for its purpose the 

exhibition has been limited for the most part to handicrafts and works in which the 
machine is not more than an adjunct."'^? 

The Museum's next mixed-media exhibit was held in 1952 in collaboration with 
Webb's group, the American Craftsmen's Educational Council. '^^ The traveling show, 
which comprised more than two hundred objects, was assembled at the request of the 
Department of State to give an international audience an overview of contemporary 
American handicrafts. 

Of considerably more interest was a series of single-medium exhibits done after the 
Second World War. These shows were successors to the one-material exhibits organized 
before 1940. The first was held in 1947 and consisted of some 250 examples of contem- 
porary ceramics selected from the Eleventh Ceramic National Exhibition sponsored by 
the Syracuse Museum of Fine Art.'27 Richard Bach served as chairman of the national 
jury and many leaders in the postwar American ceramics field were included: Arthur 
Baggs, Maija Grotell, Viktor Schreckengost, Marguerite Wildenhain, and Beatrice Wood, 

In 1959 the Museum hosted an international show of some 3 50 examples of Ameri- 
can, Canadian, and European work drawn from the XX Ceramic International.'^^ The 
Metropolitan mounted at the same time two supplementary shows, one of forty historical 
ceramics from its own collection and the other of contemporary American work 
purchased since 1922. The main exhibit, coordinated by Carl Dauterman in the 
Department of Renaissance and Post-Renaissance Art, consisted of "wheel-turned " (i.e., 
functional) vessels and sculptural ceramics, though not industrially manufactured 
objects. '^9 At this early date Dauterman noted a major new development in the craft 
field — the emergence of the Studio Movement. 

In both Europe and America the studio ceramist, as distinguished from the indus- 
trial artist and craftsman, personifies a youthful movement in an age-old art. . . . 
[Unlike a traditional artisan,] the studio ceramist is an artist-intellectual who may 
be an art director, teacher, or any other person who finds creative stimulation in 
working in clay. His output is wide in scope, ranging from stoneware cups to 
gigantic pottery jars, and from wall plaques to sculpture in the full round." 5° 



Dauterman also saw a marked variety of influences on the contemporary ceramist: 

One senses that our ceramists have found an expanding field of stimulation in 
ethnological collections as well as art museums. The sculptures of primitive Africa 
and the pottery of pre-Columbian America provide resources as fertile for our 
ceramists as the work of the Oriental potters and our heritage from the Old World. 



The exhibition was remarkable not only in its recognition of major shifts occurring 
in the field but in the fact that it included several generations of both European and 
American ceramists.' 5' The Metropolitan was fortunate to acquire a number of pieces 
from this show. 



35 



In 1948 a textile exhibit was organized by John G. PhiUips, Jr., the Museum's 
Coordinator for Industry, in association with the magazine American Fabrics. This was 
virtually a trade show with about two hundred examples in current production.' 5^ 

Only slightly less didactic was a glass exhibit organized two years later by Hugh J. 
Smith, Jr.' J? Some four hundred objects represented European and American glass over 
the last half century, including both functional and sculptural pieces. About a hundred 
works were drawn from the Museum s collection; the rest were borrowed from 
manufacturers or collectors. 

"Glass 1959," however, was an entirely different matter, with a distinguished jury 
including Edgar Kaufmann, jr., and Gio Ponti, among others. '^4 The show, organized by 
the Corning Museum of Glass, consisted of three hundred pieces of functional and dec- 
orative glass produced since 1955 from twenty-three countries. This was the first of several 
shows done with Corning that would document the dramatic developments in glass. 

The field of contemporary metalwork was addressed in 1949 in a show of handmade 
silver organized by Vincent D. Andrus in the Department of American Decorative 
Arts.' 3 5 The exhibit consisted of a wide range of material with historical pieces from the 
sixteenth century to 1900, twentieth-century European work mostly from the Museum's 
collection, and contemporary American work. A didactic section by the firm Handy ti 
Harman showed how silver was made. 

During the two decades that followed World War 11, the Museum's greatest 
commitment — in exhibitions, at least — was to contemporary crafts. After Bach's 
departure in 1952, however, no individual with a clear vision was left to shape the 
Museum's role. It would not be until the 1970s that the Metropolitan would return to the 
field in terms of significant acquisitions. 

It was at this time that architecture became a new area of interest for the Museum. 
These exhibitions were, for the most part, a mixed bag. "American Industry at War" m 
1943 included charcoal drawings of dams and factories by the noted tenderer Hugh 
Ferriss.'56 Three years later, the Museum hosted "Houses USA, 1607-1946," a pictorial 
survey organized by Life magazine for the Department of State to circulate in South 
America.' 57 In 1956 the Museum mounted an educational exhibit about the evolutiori of 
the public school in New York City from 1806; the show included a section on 
contemporary schools under construction, featuring architectural renderings and models. '^^ 
Six years later, the Metropolitan used an architectural exhibit as a means to inform ths 
public of its plans to expand the Museum into Central Park.'?9 On the occasion of the 
World's Fair in New York in 1964, the Print Department organized a small exhibit of 
prints and photographs depicting international expositions from 1851 to i939.'4o These 
were all relatively modest exhibitions, but they managed to move the Metropolitan into 
architecture, an aspect of modern design that had been ignored up to this point, exce]3t 
for its extraordinary installations of European and American period rooms. 

The remarkable exception in this series was "Form Givers at Mid-Century" 
organized in 1959 by Cranston Jones at Time magazine and installed by the multitalerted 
designer Gyorgy Kepes.'4' This was the first important exhibition of contemporary 
architecture to be held at the Metropolitan Museum. It offered an overview of 
twentieth-century architecture focusing on thirteen noted designers ranging from Frank 
Lloyd Wright to Eero Saarinen. The exhibit consisted of models, architectural fragm(mts, 
and photographs by major architectural photographers of this century. 
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JO. "The Arts of Denmark," i960 



The Department of Renaissance and Modern Art also organized four exhibitions of 
note during this period. In 1946 the Museum showed works of modern Swedish and 
Danish appUed arts in the collection, supplemented by a number of loans. The next 
year an exhibit of French tapestries featured about sixty modern pieces, including works 
by Raoul Dufy Jean Lur^at, and Henri Matisse. 

"The Arts of Denmark" (figure 30) — held thirteen years later, in i960 — was the 
most important Scandinavian show to be held at the Museum since the Swedish exhibit 
of 1927. '44 It may also be seen as a harbinger of the Museum's renewed interest in 
contemporary design. The show was designed by Finn Juhl, the noted Danish architect, 
and presented the applied arts in a visually exciting installation. '45 Most important, the 
Metropolitan acquired from the show about two dozen pieces that now constitute the 
core of its post- World War II Nordic holdings. The pieces were chosen by Edgar 
Kaufmann, jr., — now departed from MoMA — working with the Metropolitan's cura- 
tors; this was to be the first of a number of significant collaborations between Kaufmann 
and the Museum over the next two decades. '46 The response to the Danish exhibition 
was such that the press noted, "Mr. Rorimer is planning eventually to bring the modern 
pieces out of hiding and place them on permanent display. He hopes, in the near future, 
to reinstall the alcoves of modern and Victorian furniture that were eliminated to make 
space for such additions as the restaurant. "'47 
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A Russian show mounted two years later could hardly have been more antithetical 
in subject: 151 objects by the fin-de-siecle goldsmith Carl Faberge.'48 This was one of the 
first modern exhibitions of Eastern European design to be held at the Metropolitan, 
although a number of loan shows with the Soviet Union would follow shortly. 

James Rorimer did not live to fulfill his vision of putting the Museum s 
nineteenth- and twentieth-century decorative arts collections back on view. In 1967 the 
Trustees picked another young and mercurial director. In his brief decade, Thomas P. F. 
Hoving radically altered the Metropolitan and changed the public perception of 
American museums. The creation of a new department for twentieth-century art was 
among his first acts. 



1967-1990 

The Metropolitan Museum of Art could hardly have chosen a more opportune moment 
for returning to the applied arts field, with the enormous changes that were taking place 
in the mid-1960s with the evolution of the Studio Movement and of the Post-Modernist 
style. By creating a single department for twentieth-century art, the Museum set an 
important precedent for the equality of the applied and fine arts, at least in theory, at a 
time when boundaries were rapidly dissolving and artists were experimenting with 
multiple disciplines. Objects could now be collected as works of art without being 
categorized as sculpture or glass or textile. In reality, however, this theory was only partly 
realized. More than twelve years passed before a full-time curator was hired to coordinate 
the decorative arts collection, and the applied and fine arts were rarely shown together, 
either in the permanent galleries or in exhibitions. The department has been in evolu :ion 
now for almost a quarter of a century, and its history has been shaped in large part by 
three chairmen and two curators. 

The Department of Contemporary Arts was created in 1967 with Henry Geldz^.hler 
as its head. '49 He later wrote: 

It became apparent that a new department was needed to collect the art of the 
twentieth century more systematically. By this time it was an inescapable fact that 
the modernist movement was in the process of becoming a discrete entity and, ^ s 
such, a necessary part of any encyclopedic museum. 

Since New York during the war had surpassed Paris as a center of artistic 
ferment, and American and European modernists were influencing each other and 
competing as members of an international movement, it was no longer appropriate 
to divide responsibility for recent painting and sculpture among four departments. 
The inclusion of the decorative arts in the new department also made sense from 
the standpoint of the new postwar internationalism but had more to do with thu 
need to act quickly if New York was ever to have an impressive collection of art 
deco furniture and objects. Interest in art deco and other neglected realms of 
collecting was still in the pioneer stage, but it was clear that once a market 
developed it would skyrocket.' 5" 

Clearly, principle and market were deciding factors in the creation of this new departm ent. 
One of Geldzahler's first tasks was to find out what the Museum owned in the 
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}i. Triptych windows designed for the Avery Coonley Playhouse, Riverside, Illinois, in 1912 by Frank 
Lloyd Wright. Purchase, The Edgar J. Kaufmann Foundation and Edward C. Moore, Jr., Gifts, 1967 

(67.231.1-j) 



decorative arts and where it was located. The collection was strewn around the building; 
some of it had even become office furnishings. The new curator realized that one of the 
most important ways to give the new department visibility was to make acquisitions. 
During his first year Geldzahler acquired a number of American objects, including the 
finest stained-glass windows designed by Frank Lloyd Wright (figure 31). He noted, 
"Gifts such as these move us closer to the dream of this young department: days filled 
with offers of gifts and funds to make clear the Metropolitan Museum's commitment 
to the art of our time. "'5' 

Acquisitions of applied arts during these formative years were small but consistent. 
Geldzahler wrote: "A particular interest of the department has been to coordinate and fill 
out the collections of twentieth-century decorative arts previously spread throughout the 
Museum."' 5^ The gaps in the Metropolitan's holdings were many, and early acquisitions 
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were often disparate in nature as the department tried to find a focus. 

In the next decade the department found its direction. It received a new name in 
1970, reflecting its expanded mandate in the field. 



The new department's first name, Contemporary Arts, was unsatisfactory; contem- 
porary sounded temporary and arts is one of those words, like moneys, that is 
diminished in the plural. Modern Art sounded too much like a historical period, 
and anyway had been pre-empted by another great museum. Twentieth Century Art 
was the name finally chosen; it encompassed the necessary disciplines and could be 
effective for several decades as the Museum's collection was brought into the 
continuing present. Twentieth Century Art is, of course, a temporary designation. 
While there will always be a certain amount of interest in how this Museum dealt 
with the art of its own time in the first full century of its existence, it seems clear 
that eventually the painting, sculpture, and decorative arts of our time will be se : in 
a larger perspective with the past, with the best that has been done. And that is £.s it 
should be.' 5? 



It was also in 1970 that the department found its focus in the applied arts, one that 
would last for the next sixteen years. Acquisitions would consist primarily of decorativ e 
arts from the pre-World War II period and of crafts after the war. In the early 1970s the 
department began to acquire a wide range of French Art Deco designs from dealers and 
auctions,' 54 and by 1972 a gallery had been reopened for the twentieth-century decorative 
arts collection. Most important, it was at about this time that Penelope Hunter-Stiebel 
began a collaboration with Geldzahler as the consultant for the collection, one that would 
last until 1983.' 55 In 1972 she published an important article on the Museum's Art Deco 
holdings in the Bulletin, and this helped to rekindle an interest in the Museum's long 
involvement with Modern design. '56 

The seventies was thus a decade of vigor and growth for the department. In 1973 an 
important collection of textiles by Dorothy Liebes was donated, the first of several major 
textile archives to come to the Museum. In the same year the department purchased three 
great examples of Art Deco furniture by Jacques Emile Ruhlmann. In 1974 Hunter- 
Stiebel began to broaden the prewar collection to include other examples of Europear. 
and American decorative arts in a variety of styles: Arts and Crafts, Art Nouveau, and 
moderne. Two years later Russel Wright gave the Metropolitan a large selection of his 
moderne and organic designs, the first large bequest from a living designer. In the mid- 
1970s the department began to acquire a broad range of contemporary craft — furniture, 
ceramics, glass, jewelry, and textiles; the latter, in particular, would become a strength of the 
collection in the 1980s. Through Hunter-Stiebel's perseverance, the Metropolitan was among 
the first major American museums to make a commitment to the Studio Movement." 7 



In 1977 Geldzahler resigned, but during the same period other important acqui- 
sitions of modern design were being made at the Museum. The Department of American 
Decorative Arts had become particularly active, with its purview now extended to Woirld 
War L'58 Three curators helped to shape the late-nineteenth- and early- twentieth-century 
collections there. 

Berry Tracy — one of the great connoisseurs of his generation — came to the 



40 



32. "The Rise of an American Architecture," 1970 



Museum in 1964 and immediately began making acquisitions eclectically across the board. 
With the gift of the Kaufmann Fund in 1968-69 and in light of the preparations for the 
centennial of the Museum in 1970, Tracy quickly assembled a remarkably important 
collection of American Victorian and Edwardian design, shown for the first time in the 
exhibition "19th-century America."'59 Also for the centennial Kaufmann organized the 
Museum's first scholarly exhibit of modern architecture: "The Rise of an American 
Architecture, 1815-1913" (figure 32), which was designed by James Stewart Polshek and 
Arnold Saks.'^o 

Tracy had been assisted in the preparation for "igth-Century America" by Marilynn 
Johnson (Bordes), who joined the Museum at that time as the assistant curator for 
nineteenth-century American decorative arts.'^' Johnson had an equally fine eye but a 
greater historical perspective in shaping the collection. She especially extended the 
Metropolitan s holdings in turn-of-the-century design — both Art Nouveau and Arts and 
Crafts — but one of her most significant accomplishments was the formation of a 
"patent" furniture collection: these innovative works of wire, tubular metal, and molded 
plywood, among other materials, were the precursors for much Modernist design soon to 
be acquired by the Department of Twentieth Century Art. 

In 1978 R. Craig Miller also joined the Department of American Decorative Arts, 
and when Johnson resigned in 1981, he was placed in charge of the post- 1876 decorative 
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3 3- Living room designed for the Francis W. Little Residence in 1912-14 by Frank Lloyd Wright. 
Purchase, Emily Crane Chadbourne Bequest, 1972 



arts collection. He extended the Arts and Crafts holdings with material from the 
Midwest and the West Coast, and he also formed the Frank Lloyd Wright collection. In 
1982 this work was shown in an exhibition that coincided with the opening of the Frank 
Lloyd Wright room (figure 33).'^^ The Department of American Decorative Arts, in 
collaboration with Twentieth Century Art, also began in the early 1980s to acquire 
American examples of Art Deco, moderne, and Modernist designs for the Museum; 
these acquisitions were made possible in large part by the Gamble Fund. In 1984 The 
American Wing mounted an exhibit of related material: "Design in America: The 
Cranbrook Vision, 1925-1950," the first large-scale show at the Metropolitan to examine 
twentieth-century design in an historical context (figure 34). '^^ 

Two other curators in the Department of American Decorative Arts have expanded 
the modern holdings there. Frances Gruber Safford has added to the silver collection, 
while Alice Cooney Frelinghuysen has made extensive acquisitions of glass and ceramics. 

The Department of European Sculpture and Decorative Arts has been less active in 
the period since its mandate extends only to 1900. However, in the last quarter century 
the Museum has mounted a wide variety of exhibitions including Modern design. Three 
have been devoted to architecture. An exhibit in 1969 featured the new housing complex 
envisioned for Welfare (Roosevelt) Island in New ^rk City, and thirteen years later the 
Museum hosted a drawings show on Rhode Island architecture.'^? Of special note was a 
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retrospective in 1972-73 of the work of Marcel Breuer; organized by Arthur Rosenblatt, 
the exhibit was the Museum's first one-man show of a living architect. '^^ Two other 
exhibitions were devoted to American Arts and Crafts designers: Will Bradley (1972) and 
Marie Zimmermann (198 5). '^7 In 1972 the Metropolitan hosted a show of Eastern 
European crafts, which included both ancient and contemporary work from the Soviet 
Union. Similar in nature were two one-material shows devoted to gold (1973) and glass 
(1983).'^"''* Finally, a small exhibit of book-bindings by the painter Helen Frankenthaler 
was shown in 1973. '^9 Thus, since 1967 various departments at the Metropolitan have 
mounted a considerable number of exhibitions devoted to or including Modern design; 
the Department of Twentieth Century Art itself, however, has not organized any major 
design shows since its founding — a marked contrast to the prewar records of Joseph 
Breck and Richard Bach. 

In 1979 both the Museum and the Twentieth Century Art department entered a new 
phase with the appointment of Philippe de Montebello as Director. Thomas Hess served 
briefly as Consultative Chairman of Twentieth Century Art that year;' 70 Penelope 
Hunter-Stiebel continued as a curatorial consultant and augmented the collection in the 
areas of prewar decorative arts and contemporary crafts. In 1978 a new installation of the 
permanent collection featured the Art Deco wall panels for the ocean liner Normandie 
(figure 35). The following year Hunter-Stiebel produced the first comprehensive 



43 



3 5- Glass mural from the Grand Salon of the liner Normandie, 
1934, by Jean Dupas. Gift of Dn and Mrs. Irwin R. Berman, 
1976 (1976.414.3) 



36. The Twentieth Century Design and Architecture Gallery in 
the Lila Acheson Wallace Wing, photographed in 1987 



monograph on the modern decorative arts collection in an issue of the Bulle'ttn (Winter 
1979/ 80). 

Two decisions for which Philippe de Montebello will be remembered in the field of 
modern art were the appointment of William S. Lieberman as Chairman in 1979 and the 
commitment shortly thereafter to build a new wing for twentieth-century art.'^i In that 
year Hunter-Stiebel was named Associate Curator, the first full-time appointment in the 
department for the applied arts collection. In 1980 she installed an important exhibition 
of contemporary craft, "New Glass, A Worldwide Survey," organized by the Corning 
Museum of Glass. '72 During the next three years she also began to acquire decorative arts 
from the postwar period. It was finally in 1981 that the many hundreds of American and 
European objects around the Museum were transferred — technically and physically — to 
Twentieth Century Art. 

In 1983 Craig Miller took over responsibility for the twentieth-century design 
holdings. A major reevaluation of the collection was begun, resulting in the first 
substantive conceptual changes since Breck began acquiring objects in 1922. William 
Lieberman had been a protege of Alfred Barr for many years at the Museum of Modern 
Art; he banished the term "decorative arts" and henceforth the Metropolitan s collection 
would be called "design and architecture. " Three areas of the applied arts were to be 
acquired — the traditional realms of decorative arts and crafts but now also industrial 
design. '7? The Metropolitan's approach would be comprehensive: acquisitions would be 
highly selective but across the board, for the Museum would not focus on any one 
stylistic movement. Moreover, the basis for acquisitions would be an aesthetic one, with 
sociological, technical, and cultural aspects of secondary importance. In keeping with this 
approach, objects were generally to be shown as isolated works of art; the department 
would not install period rooms or re-create ensembles. Following the Museum's general 
collections policy, the department's emphasis would be on originals, not reproductions. 
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especially mass-produced objects made after an artist's death. '74 The department also 
began to develop a strict conservation policy of minimal vi^ork on objects; since many of 
the acquisitions were of recent vintage, the goal was to form a collection with original 
finishes as documents of the evolution of twentieth-century design. 

The activities of the design and architecture collection have been somewhat limited 
over the last seven years, owing to the construction of the new wing. Four installations of 
the permanent collection (figure 36) were completed during this period to display dif- 
ferent aspects of the holdings, as well as new acquisitions (see Appendix A). In 1988 the 
department collaborated with the Prints department in a small exhibition of architectural 
drawings collected over the last decade. Also, in May 1987, the department held an 
international symposium, "20th Century Design and Architecture: Defining a New 
Tradition." This conference was part of a broad rethinking of the century that was under 
way at the Museum. '75 This book is itself an outgrowth of that conference, where new 
ways of looking at the Modern Movement were suggested. It is, in fact, the first catalogue 
to be published by the Metropolitan on its twentieth-century design holdings. 

The most important work in recent years, however, has clearly been in expanding 
the collection. The department has made hundreds of acquisitions through the assistance 
of artists, collectors, manufacturers, and dealers. The Hazen/Polsky and Wolf families 
have been especially supportive. Certainly a major focus has been the formation of an 
industrial design collection, largely of Modernist works. The department has continued 
to augment its holdings of pre-World War II decorative arts. Contemporary crafts also 
continue to be acquired but with a greater emphasis on foreign work; textiles have been an 
area of special interest, owing to the assistance of Amelia Peck in American Decorative 
Arts. '76 During this period Twentieth Century Art acquired a number of textile archives, 
most notably of the Wiener Werkstatte and the Bauhaus. The greatest number of 
acquisitions, however, have been from the postwar period, as the design collection has 
been extended up to the present to balance the painting and sculpture holdings. Two 
areas are of particular interest: late Modernist work, primarily from Italy and Japan, and 
Post-Modernist material. The latter is perhaps the first such collection assembled by an 
American museum. The department has also worked in conjunction with Colta Ives and 
David Kiehl of the Department of Prints and Photographs in acquiring a wide range of 
decorative and architectural drawings. 

Twentieth-century design and architecture holdings at the Metropolitan Museum 
now number in the thousands, constituting what may be the most comprehensive 
collection in the Western Hemisphere. This is not to say that there are not significant 
gaps, for there is much work still to be done. But over the last century the curatorial and 
educational staff have realized a vision of the Museum's ongoing role in the field. This 
would certainly not have been possible without the Trustees' original charter and the 
active support of the administration, but it would have been inconceivable without the 
artists and patrons who have nourished this Museum. As The Metropolitan Museum of 
Art prepares to enter a new century, it has forged a remarkable record of achievement and 
an encompassing mandate for the future. 
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he Arcs and Crafts Mo\'emcnt. w as a major lorce m Western design for ncariy seven 
decades. Although it originated in Great Britain during the 1S50S, its influence spread 
widiin a quarter of a century to Europe and the United States, where it exerted 
considerable influence until the First World Wat Members of the mwement shared a 
philosophy more than a common style, for they were inspired by many different modes 
deriving (torn sources as diverse as nature, the Middle Ages, Japonaiserie, and Queen 
Anne. The leading proponents were John Ruskin and William Morris, who reacted 
against what thev viewed as the catastrophic effects of industrialization and u^banii^ation 
on the applied arts and, ultimately, on society. They advocated a new design philosophy 
whose uropian ideals were often in conflict with everyday realitv. Nonetheless, many 
ot their precepts have prevailed ihroLiirhouc much of the twentieth ceiitun-. 

One ot the hindamental goals ot the movement was the ele\ation ot the applied 
arts to the level ot the tine arts; the artisan as artist. Arts and Gratis advocates sought to 
improve the standard of design for utilitarian objects and to make them readily accessible 
to the public. They believed that art could improve one's life — both in its creation and 
in its use. Handcraftsmanship was their weapon against the dehumanizing aspects of 
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H. M. Baillie-Scoct, 
British. Armchaii; 1901 



industrialization; the macKine was not, in fact, viewed as a positive factor in design until 
after 1900. In other ways, however, proponents of the Arts and Crafts Movement were 
remarkably prescient in advocating the unity of the arts: an egalitarian collaboration of 
architects and designers, sculptors and painters, as well as a commitment to the total 
design of one's environment. 

Arts and Crafts objects tend to feature simple, solid masses with clearly delineated 
p.irts. Dcsicrncrs most often ohose tactile materials such as oak. copper, brass, wool, linen, 
leather. .uiJ, occ asioiiallv. seniiprecK>iis stones. The palette consisted of rich, muted 
colors: brown, green, ocher. wllou. and russet. Like their lellow X'ictorians. Arts and 
Crafts designers often eniploved stylized motifs deri\ed from nature, but such ornament 
was now two-dimensional and treated as an intrinsic element in the design rather than 
as embellishment. 

The Arts and Crafts Movement went far beyond matters of style, for its advocates 
sought a ftindamental reorganization of society based on socialist principles. Paradoxically, 
their sense of form remained rooted in the nineteenth century; but their visionary ideals 
laid the groundwork for a new century. 



William de Morgan, British. 
Chaigei; 1898- 19 17 





Archibald Knox, British. 
Spoon, 1902 



Dirk van Hrp, American. 
Limp. ca. 1912-1$ 






Lcona Nicholson, American. 
Mug, cn. 1Q08 

D.ird Hunter, 
American. Vase, ca. 1906 



AiK>nymou$. Clock, 
ca. 1890-1905 



Robert J.in ie, Aimrtcan. 
Candlestick, ca. 1901 
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Albert-Louis Dammouse, French, 1848-1926 

Bowl, 1900-1910 
PIte de verre 

H. 2% X Diam. 4/^4 in. (6x11 cm) 
Manufacturer: Sevres 

Purchase, Edward C. Moore, Jr., Gift, 1927 
27. 1 92. 1 
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Pierre Adrien Dalpayrat, French, 1844-1910 

Vase, ca. 1905 
Glazed stoneware 

H. 8% X Diam. c^''/^ in. (21.6 x 25.1 cm) 
Purchase, Edward C. Moore, Jr., Gift, 1926 
26.228.16 
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Charles Robert Ashbee, British, 1863-1942 

Bowl and Spoon, 1902-4 
Silver and chrysoprase 

Bowl: H. 3 X W. loyg X D. in. (7.6 x 27 x 10.8 cm) 

Spoon: L. 6% x W. i^^^ x D. i in. (15.9 x 3.2 x 2.5 cm) 

Manufacturer: Guild of Handicraft 

Purchase, Friends of Twentieth Century Decorative Arts 

Gifts, 1979 

1979.411.1,2 
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Charles Sumner Greene, American, 1868-1957 
Henry Mather Greene, American, 1870-1954 

Chandelier, 1907 

Designed for the living room of the R. R. Blacker Residence, 

Pasadena, California 

Mahogany, leaded glass, and bronze 

H. 28/4 X Diam. 25% in. (72.4 x 64.8 cm) 

Gift of Mr. and Mrs. Barton C. English, 1986 

1986.445 



54 




55 



opposite: Detail of border 



Charles Francis Annesley Voysey, 
British, 1 857-1941 

Rug, ca. 1905 

From the Gustav Stickley Residence, 

Morris Plains, New Jersey 

Wool 

L. 18 ft. X W. 9 ft. 4 in. (548.6 X 284.5 cm) 
Manufacturer: Alexander Morton & Co. 
Gift of Cyril Farny, in memory of his wife, 
Phyllis Holt Farny, 1976 
1976.389.3 



Anonymous, British 



Dress with Cape, ca. 1905 

Silk, cotton, metallic thread, and ceramic 

Dress: L. (shoulder to floor at front) 60 in. (152.4 cm) 

Label: Liberty & Co./London & Paris 

Purchase, Friends of the Costume Institute Gifts, 1979 

I979.i76a-c 




58 




59 



Charles Rennie Mackintosh, British, 1868-1928 

Four Elevations for a Library, ca. 1894-96 

Watercolor and graphite on paper 

H. 11% X W. 40 in. (30.2 X 1 01. 3 cm) 

Inscribed at bottom: design for a library in a Glasgow 

house, CHARLES RENNIE MACKINTOSH ARCHITECT, 
THIS DRAWING SHEW FOUR SIDES ROOM 

Edward Pearce Casey Fund, 1981 
1981.189 
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Details of Mackintosh elevation 
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Will H. Bradley, American, 1 868-1 962 

Perspective of Chest, 1901 

Designed for Ladies' Home Journal (March 1902) 

Water color, pencil, and ink on paper 

H. X W. 4 in. (21.9 X 10.2 cm) 

Signed (lower right): W. B. 

Gift of Fern Bradley Dufner, 1952 

52.625.94 
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Richard Riemerschmid, German, 1868-1957 

Armchair, ca. 1900 
Stained beech 

H. 32/^8 X W. zzy^ X D. 20% in. (82.2 x 56.5 x 52.7 cm) 
Manufacturer: J. Fleishchauers Sohne 
Purchase, Peter Palumbo Gift, 1987 
1987.29 
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Gust A V Stickley, American, 1 857-1 942 
Library Table, ca. 1905 

From the Gustav Stickley Residence, Morris Plains, 
New Jersey 

Oak, leather, and brass 

H. 30 X Diam. 55 in. (76.2 x 139.7 cmj 

Gift of Cyril Farny, in memory of his wife, 

Phyllis Holt Farny, 1976 

1 976. 3 89. 1 
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Gustav Gaudenuck, 
Norwegian. Cup, 1901 



.ore than .m\ style, Art Nouveaii cnpturcd the essence of the fin-de-si^cle. It was 
reco^ni/Liblc as a Huropean movement bv the earh' i8qos bur bo^anto fall into disfavor 
bv the middle ot the next decade. Immenselv popular on the Continent, Art Nouveau 
swept through all the arts, but it did not attract a truK' serious audience in either England 
or the United States, nor did it realK evolve into a tully integrated architectural style. Art 
Nouveau was, however, remarkably mlluential as a decorative mode and niav be 
considered the first original expression of the new century, in that it broke decisively w uh 
the succession of nineteenth-century historical revivals and established a new formalist 
basis for the applied arts. 

There were two distinctive aspects to Art Nouveau. One was an exuberant manner 
with strong ties to the earlier Rococo and Auricular styles, exemplified in France by the 
sensuous, naturalistic work of Emilc Galle and the Ecole de Nancy The other n as a more 
restrained, linear mode — t\'pified by the attenuated designs of Hour)' van de Velde and 
the mature work of Charles Rennie Mackintosh — which treated the structural firame 
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as a major element in objects. This idea was to be of the greatest importance for 
architectonic designers in the twentieth century. 

At its best, Art Nouveau is characterized by curvilinear forms in which elements arc 
fused together in a flowing profile, often decorated with rich but shallow. relief. The sense 
of mass varied from taut to pliant; extreme designs affected a deliberate asymmetry and 
^nsuality. The color palette consisted ot subdued pinks. Lnenders. creams, and greens. 
Favorite monis incKidod o\eruroiiijlir sc\ ligations ot^ IoIi.k^l' anJ insects. Materials were 
diverse, raii^in^ from silk. veNet. and tiuitwood to semiprecious suMies and base metals. > 
One ol Art Nomeau s i^reatcsi iriumplis was the transttirmation ol two anutheiicai 
industrial materials — cast iron and glass — uito ethereal, naturalistic compositions; the 
designs of Hector Guimard and Victor Horta are among the finest examples. 

Art Nouveau was one of the first modes of the new century to appeal to a popular 
audience, but it was very quickly debased by mass-produced examples that bcked fine 
craftsmanship. This in no way lessens importance, howevei; for Art Nouveau stands as 
a coda to die eclectic nineteenth century and a prelude to the disjointed century to come. 




Georges de Fcure. 
Vase, 1898-1904 




Emtle Galle, French. 
"Autumn Crocus" Vase. 

ca. 1900 



Pierre Adrien Dalp^mr, French, 
and Louis Comloit TiSui)^ 
American. Lamp. ca. 1900-1901 



Joseph M.iri,! Olbnch. 
Austrian. Armchair, 
ca. 1900 
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Ren£ Lalique, French, 1860-1945 

"Coupe Haute Vigne" Cup, 1912 
Enameled glass 

H. 7 X Diam. 4 in. (17.8 x 10.2 cm) 
Manufacturer; Rene Lalique 
Purchase, Edward C. Moore, Jr., Gift, 1923 
23. 173. 1 
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L6oN Kann, French, active at Sevres 1896-98, 1900-1908 



Coffee Service, 1900-1904 
Hard-paste porcelain 
Manufacturer: Sevres 

Coffee pot: H. 7 x W. in. (17.8 x 18.1 cm) 
Gift of Diane R. Wolf, 1988 
1988.287. 1-7 
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Albin Muller, German, 1871-1941 



Tureen, ca. 1902 
Pewter 

H. 14/4 X W, 17 X D. lo^^ in. (36.8 x 43.2 x 26 cm) 
Manufacturer: Attributed to E. Hueck 
Gift of Cynthia Hazen Polsky, 1988 
1988.388.5ab 
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Louis Comfort Tiffany, American, 1848-1933 

Lamp, 1904-15 

Bronze and leaded glass 

H. 26/^ X Diam. 18% in. (67.3 x 47 cm) 

Manufacturer: Tiffany Studios 

Gift of Hugh J. Grant, 1974 

1 974.214. 1 5ab 
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Alphonse Mucha, Czechoslovakian, 1860-1939 



Drawing for a Fan, ca. 1899 
Watercolor and gold paint on paper 
H. 12 X W. 2374 in. (30.5 X 59.1 cm) 
Gift of Janos Scholz, 1963 
63.701. 1 
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Henry van de Velde, Belgian, 1863-1957 

Side Chair, 1903 

Oak and new cotton upholstery 

H. 37yg X W. zoYg X D. 21 in. (94.9 x 51. i x 53.3 cm) 
Manufacturer; H, Schediermantel 

Purchase, Lita Annenberg Hazen Charitable Trust Gift, 1985 
1985.54.2 
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GusTAVE Serrurier-Bovy, Belgian, 1858-1910 
Cabinet, 1899 

Red narra, ash, glass, copper, and enamel 

H. 98 X W. 84 X D. 25 in. (248.9 x 213.4 x 63.5 cm) 

Manufacturer : Serrurier 

Gift of Mr. and Mrs. Lloyd Macklowe, 1981 

1981. 512.4 
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The 



he rediscovery' of the Classical world in the mid-eighteenth century and the formulation 
of an histoH' as a discipline ^\ ere cornerstones in the creation of the Modem era. The 
revival of neoclassical styles that followed — ranging from Adamescjue to Biedermeier to 
Neo-Grec — is thus as much an inherent part of the Modern movement as the 
preoccupation w ith industrialisation and innovative technology. 

After the excitement of the new ceniun' began m ,il>>uc, the pcrcepuon of An 
Nouveau shifted from one of liberation from the pa.sL lo one of decadence, it is not 
surprising, then, that designers as widespread as Josef Hoffinann, Eliel Saarinen, Peter 
Behrens, and Auguste Perret should look to antitjuiiy in their search for order and create 
a new mode characterized by simple geometric forms with chaste ornament and coloc 
What is unusual, ho\ve\er, is that many of these designers worked in two manners 
simultaneously: a neoclassical revival for public or domestic commissions and a more 
functional geometric mode for commercial or institutional projects. 

This revivalism exhibited a deliberate diversity as it evolved, and forms olten varied 
fiom extreme seventy to baK><|ue exuberance, especially in Central Europe. Objects were 



C^rhard Heimii^, Danish 
Covered Jai; ca. 1920 



Patrick Nordstrom, 
Danish. Jai; 1917 




Josef Hoffm.inn, Austrian, 
bom Czechoslovakia. 
Bowl, ca. 1920 



Adcl.iidc Robineau, American. 
"Peruvian Serpent" Bowl, 1917 
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typically created as solid masses, but light, planar effects were achieved by a sheathing of 
ele^nt veneers or ornamental patterns. The sense of mass could be fiirther negated by 
stylized fluting, beading, or other types of linear decoration. Designers invariably chose a 
rich array of materials, including silk, velvet, etchcJ gliss, line woods, and precious 
metals. Colors were eqi^lh' strong: intense pink, blue, .md red, often placed on a black 
ground with accents oi gold or siK en Stylized figural and Horal motifs were used as 
t\vo-diniens!onal ornament, ohen wnU geometric borders. Such opulence ret^uired the 
hnest cr.iftsin.inship, .ilthough the iovm oi the object itseli was rarely an expression ol the 
method oi ics consiruciion or the materials used. 

This historical revival had profound implications for decades to come, lor its 
advocates were the first generation of designers whose careers would extend until 
mid-century. Even more important, this mode clearly established neoclassicism as the 
predominant historical tradition for the twentieth century, and nearly every succeeding 
generation would interpret it in a new guise. 







Anon^ous, Austrian. 
Four Goblets, 
ca. 1915-25 





Dagobert Pcclie. Ausman. 
Figurine, ca. 1920 




Mane Ziinincrmann, 
American. Box, ca. 1920 
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Edward Hald, Swedish, 1883-1980 

"Girls Playing with Ball" Bowl and Plate, 1919 
Engraved glass 

Bowl: H. 9% X Diam. 11 in. (23.5 x 27.9 cm) 
Plate: H. x Diam. ii% in. (2.9 x 29.5 cm) 
Manufacturer: A. B. Orrefors Glasbruk 
Gift of Peter M. Brant, 1974 
1974.373. lab 
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Andre Metthey, French, 1871-1920 
Plate, ca. 1910 

Earthenware, pate-de-verre enamel, and gilding 
H. 1% X Diam. 14/^3 in. (4.4 x 36.5 cm) 
Purchase, Edward C. Moore, Jr., Gift, 1924 
24.131. 5 
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Dagobert Peche, Austrian, 1887-1923 

Jewel Box, ca. 1917 
Gilded silver 

H. 1578 X W. 7% X D. 5 in. (38.4 x 19.7 x 12.7 cm) 
Manufacturer: Wiener Werkstatte 
Purchase, Anonymous Gift, 1978 
i978.8a-c 



above : Detail of spray 
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Paul Poiret, French, 1879-1944 

Textile (detail), ca. 1919 
Printed silk 

H. 70 y4 X W. 5oy4 in. (179.5 X 129 cm) 
Manufacturer: Maison Martine 
Purchase, Edward C. Moore, Jr., Gift, 1923 
23.14.8 
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FoRTUNY (Mariano Fortuny y Madrazo), Spanish, 1871-1949 

Dress, ca. 1907 
Silk, cotton, and glass 

L. (shoulder to floor at front) 58 in. (145 cm) 

Label: Made in Italy. /Fabrique en Italic, /Fortuny, Depose/ 

Gift of Estate of Agnes Miles Carpenter, 1958 

CI 58.6i.3ab 




Dress twisted for storage in a Fortuny box 
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Sir Edwin Landseer Lutyens, English, 1869-1944 

Elevation and Perspective Studies for 

Viceregal Residence, Delhi, ca. 1913-15 

Pencil and colored pencil on graph paper 

H. 17 X W. zi% in. (43.2 X 54.4 cm) 

Signed (lower left) : — of Viceroys Ho/Delhi/original El 

Gift of John Harris, 1963 

63.681. 1 
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Verso of drawing by Lutyens 
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Bertold Loffler, Austrian, 1874-1960 

Perspective of Three Goblets, (detail), ca. 1910 
Ink on paper 

H. ^% X W. 10% in. (21.8 X 27.7 cm) 

Signed (lower left) : Bertold Loffler/ 3 Entwiirte fiir Kelche 

Signed (lower right) : 700.- 

The Elisha Whittelsey Collection, The Elisha Whittelsey 

Fund, and Rogers Fund, 1974 

1974.509.11 
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Attributed to Josef Hoffmann, Austrian, born Czechoslovakia, 1 870-1 



Armchair, ca. 1914 

Black-stained oak, reproduction cotton upholstery, and new 
cotton gimp 

H. 3774 X W. 27% X D. 21% in. (95.9 x 69.2 x 55.2 cm) 
Purchase, Lita Annenberg Hazen Charitable Trust Gift, 1986 
1987.20 
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Jacques Emile Ruhlmann, French, 1879-1933 

Desk and Cabinet, ca. 1919 

Designed for David David- Weill Residence, Paris 

Beech, amboyna veneer, ivory, and shagreen 

Desk: H. 37 x W. 47% x D. 29/^2 in. (94 x 120.7 x 74.9 cm) 

Cabinet: H. 27^/2 x W. i6y2 x D. zZ^^ in. 

(69,9 X 41.9 X 71.8 cm) 

Desk: Purchase, Edgar Kaufmann, Jr., Gift, 1973 
1973.154.1 

Cabinet: Bequest of Collis P. Huntington, by exchange, 1973 
1973.154-3 
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ABOVE : Detail of drawer pull on desk by Ruhlmann 
OPPOSITE : Detail of front of desk 
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Anonymous, American. 
Candlescicics, ca- 1^901 



he art world is not immune to the cyclical swings of ^shion, and designers seeking 
new directions are often attracted to the antitheses of prevailing styles. The search for a 
new order to supplant Arts and Crafts and Ait Nouveau involved not only an historical 

reviwil Init also, concurrently, a highly reductionist geometric mannec 

The genesis of this neuc Sachlkhkdt (new objectivity ) was to divest design of the 
familiar hiscorical and naturalistic motifs used throughout the nineteenth centun' by a 
return to b;isic geomctr\'. One group translated objects into a purist vocabiilarv ot s<.^uares, 
circles, and triangles, an approach that bricHv found great favor in ( A^ntral Hurope during 
the Hrst decade o( the century — as with the Wiener Wcrkstiitte 190^-^2 . A second 
approach was perhaps more evolutionary, in that it involved the abstraction ot natural or 
figural motifs into geometric patterns. The latter approach was particularly attractive to 
designers who had evolved out of the Arts and Crafts Movement — such as the American 
Prairie School. Although it was pervasive and lasted well into the 1910s, its ultimate 
influence may have been less significant. The very inception of a geometric mode, 
hovve\ er, signaled a fundamental rethinking was under way, even if it would rajt be 
possible to conceive of a design movement completely without ornament until after 
World War L The nineteenth-century tradition of applied decoration had been broken. 



Frank Llovd Wright. American. 
Armchair, k)04; Table, 
ca. 190 }; Side Chair. 1904 
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and henceforth, ornament was to be perceived as an integral part of architectonic design. 

Compositions in the geometric mode most often comprised multiples of squares/ 
cubes or circles/ c\ linders/spheres. Forms tended to be two-dimensional and increasingly 
horizontal. With less emphasis on mass, the structural frame of an object became more 
important and was otten separately articulated. Negative space in such spare compositions 
became as important as solid mass, particiilaHv nftcr the introduction ot the cantilevec 
The range of mLUerials. colors, and textures \\\is rcLunelv spartan; X'^tonnese desi^^ns in 
black and white represent the tjiiintessence oi the new mode. Most objects \\ ere still 
handmade, although the machine was clearly becoming a major factor m the design 
process, particularly after Frank Lloyd Wright's pronouncement on "The Art and Craft 
of the Machine" in 190 1. Such new ideas would have far-reaching effects on the design 
process, for the intellectual concept of an object was increasingly regarded as more 
important than the traditional demands of construction and utility. 

It was not until the 1920s, howevei; that a second generation of designers — the 
Modernists — would fully develop these innovative ideas into a machine aesthetic. Haifa 
century latei; the geometric mode would emerge again as an important it^uence on late 
Modemi^ seeking to revive pattern and ornament. 




Francis Jourda In, French. 
Amichaii; ca. 191 ) 
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Josef HoHiTunn, Austrian, 
bom Czechodovakia. 
Vase, ca. 1904-6 



Koloman Moser, Austrian. 
Cabinet, ca. 1902-4 




Otto Prutscher, Austrian, 1880-1949 

Stemware, ca. 1905 
Enameled glass 

H. 8% X Diam. 3% in. (21 x 8.3 cm) 
Manufacturer: Meyrs Neff Glaswerkes 
The Cynthia Hazen Polsky Fund, 1989 
1989.154 



108 



Michael Powolny, Austrian, 1871-1954 

Vase, ca. 1906 

Glazed earthenware 

H. X Diam. 3% in. (13 x 7.9 cm) 

Purchase, EmiKo Ambasz Gift, 1990 

1990.97 
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Karl Kipp, American, active at Roycroft 1 908-11, 191 5-31 

Bowl, ca. 191 1 
Copper and brass 

H. X Diam. 9% in. (20 x 23.5 cm) 

Manufacturer: Roycroft Copper Shop 

Purchase, Theodore R. Gamble, Jr., Gift, in honor of 

his mother, Mrs. Theodore Robert Gamble, 1982 

1982.118 
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Arthur Heun, American, 1 866-1 946 
Chandelier, ca. 1901-2 

Designed for the S. S. Brinsmaid Residence, Des Moines, Iowa 

Stained glass and brass 

H. 22/^ X Diam. in. (57.2 x 98.4 cm) 

Manufacturer : Giannini and Hilgart Glass Company of Chicago 

Gift of Russell L. O'Harra, 1974 

i974-357ab 
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Paul Poiret, French, 1879-1944 

Dress and Poncho, ca. 1920 
Silk 

Dress: L. (center back) 54 in. (i37-2 cm) 

Label : Paul poiRET/a Paris 

Gift of Mrs. Muriel Draper, 1943 

CI 43.85.2ab 




Eliel Saarinen, American, born Finland, 1873-1950 

Perspective of Library, 1908 

Designed for "Molchow-Haus," the Paul Remer Residence, 

near Altruppin, Germany 

Ink and pencil on board 

H. 10% X W- 10% in. (26 X 26 cm) 

Signed (lower right): eliel saarinen/a. d. 1908 

Promised gift of Mathew Wolf 
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Dard Hunter, American, 1883-1966 

Elevation for Triptych Window, ca. 1909 

Watercolor and ink on board 

Each panel: H. 11% x W. 4 in. (29.5 x 10.2 cm) 

Edward Pearce Casey Fund, 1982 

1982. II 36 
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KoLOMAN MosER, Austrian, 1868-1918 

Josef Hoffmann, Austrian, born Czechoslovakia, 1870-1956 

Armchair, 1903 

Designed for Knips Country Residence, Seeboden, Austria 
Painted wood and cane 

H. 22 X W. 22 X D. 23 in. (55.9 x 55.9 x 58.4 cm) 
Manufacturer : Rudnicker 

Purchase, Lita Annenberg Hazen Charitable Trust Gift, 1986 
1986.146 
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Frank Lloyd Wright, American, 1867-1959 
Table, 1912-15 

Designed for the Francis W. Little Residence, 
Wayzata, Minnesota 
White oak 

H. 26/^4 X W. 72 X D. 27 in. (66.7 X 182.9 X 68.6 cm) 
Purchase, Emily Crane Chadbourne Bequest, 1972 
1972.69.3 
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Gerhard Marcks, Genmn. 
Coffee Pot, ca. 19J0 



Mattel Breuei; American, 

bom Hung in'. 

"B5 5" Armchair, 1928-29 




he First World War demonstr.ucd in a cncicKsmiL way the overwhelming power of the 
machine in Western society — tor both good and evil. A schism soon developed between 
those who saw mechanized technology as a means to create a new industrialized society 
and iht>sc w ho w ishcd to continue the patrician social Structure that had existed before 
the v\ ar. In the two decades iween the world \vars. decorative and industrial designers 
increasin^K' pursued dncrgent courses, creamii; .1 breach thai \\ould last lor nearl\ halt a 
centur\'. The hrst generation oi dcsii;ners — including Josel Holfmann and Peter 
Behrens. among others — had previousk worked in both areas but were soon to rind 
themselves choosing sides. For a second generation the choice was clear-cut. The most 
revolutionary position was taken by die Modernises, and perhaps no style was to have a 
more profound or lasting effect on the twentieth century. 

The theoretical roots of Modernism may be traced to the Arts and Crafts 
Movement, although much of its stylistic vocabulary grew out of the more recent 
geomeiric mode. Its principal tenets — once radical slogans — have become catchw ords: 
standardization, mass production, and tunciionalism. Equally important were the belief 
in a decisive break \\ ith historical st\ les and the conviction that design could change 
soclet^■. which in buropc accjuircd strong political overtones. 

Alfred H. Barr. Jr.. the founding; director of the Museum of Modem Art, saw as 
earlv as 19^2. however, dial Modernism was above all an aesthetic style. One of its 
principal proponents, Barr noted in the book The International Style: Architecture Since i^il 
three general characteristics: volumetic space rather than mass, "regularity as opposed to 
symmetry," and intrinsic rather than applied ornament. The Modernist movement 
coalesced rapidly after World War I in Europe, and by the late 1920s it had become a 
major style through the avid proselytizing of its brilliant advocates — historians such as 



LuJ\^ i^i Nhcs Jor Rohc. American, 
bi>rn Ciermany. "Brno" Armchair, 

c.i. i9{a 





Marcel Breuec "Club" Amichair, ca. 192; 
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Nikolaus Pevsner and Siegfried Giedion and organizations such as die Bauhaus 
(i9I9-h)» CIAM (Congr^s Intemationaux d 'Architecture Modcme, begun 1928), and 

the Museum of Modem Art (founded i<.)29 . Hven more influential, however, were 
Modernism's principal designers: Marcel Breuei; Walter Giopius, Le Corbusier, and 
Ludwig Mies win der Ilohc. 

Consistent w iili their funetion^ilist outlook, the Mtidernisrs believed that fomi was 
derived from use, material, and niethtid ot production. In actuahtx, most of their earliest 
work was handmade, but tlie\ clung 10 the curious aesthetic precept that the use of 
simple geometric lorms could give the appearance of industrial production. Mies s 
Barcelona chair (1929) remains perhaps the most compelling example of this. Modernist 
designers tended to employ a minimum of parts in the handling of form, often fusing 
elements to create a single, strong profile. When parts were articulated, function or 
material was generally a determining factor. The Modernist palette usually consisted of 
white and gra\' accented with black or primary hues. The surface textures of an object 
could contrast sharply, but any ornamentation had to be integral to the materials or the 
construction. Designers \\ ere eager to use the latest technologies lor handling steel, glass, 
concrete, and. later, lamuiated uood. The innate qualities oi these matenab were often 
exaggerated to achieve elfects ol resilience, hjt^htness, or transparenc\. 

The uliunate goal ol this lascuiation with industrial technology was to mass- 
produce objects that were handsome. inexpensi\e, and easy to care foe This Modernist 
ideal was to remain the dominant Western design aesthetic until the 1960s. Only then was 
the debate between industrial and decorative designers renewed and the search for a new 
order begun. 





Atno Aalto. Finnish 
Pitcher and Tumble 
ca. igio 




Eileen Gray, British. 
Amichati; ca. 19^0 




Donald Deskev, American. 
Tables, ca. 19^0 




Gilbert Rohde. American. 
Armchaii; ca. 1930 
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WiLHELM Wagenfeld, German, born 1900 

Tea Service, 1930-34 
Glass 

Teapot: H. 'y^/^ x W. 9% x D. in, (14.' 
Manufacturer: Jenaer Glas 
Gift of Barry J. Friedman and Patricia Pasto 
1983.522. 1-23 
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Trude Petri, German, 1906-68 



"Urbino" Dinnerware, ca. 1930-34 
Porcelain 

Tureen (center): H. 6 x Diam. 11^/^ in. (15.2 x 29.2 cm) 
Manufacturer : Staatliche Porzellan-Manufaktur Berlin 
The Cynthia Hazen Polsky Fund, 1989 
i989.203.iab-5 
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Andreas Moritz, German, born 1901 



Salt and Pepper Service, 1929 
Silver 

Salt dish: H. % x Diam. 2% in. (1.9 x 7 cm) 
Pepper shaker: H. i% x Diam. 1% in. (4.4 x 3.2 cm) 
Gift of Andreas Moritz, 1982 
1982.5 1.6-8 





Eileen Gray, British, 1878-1977 

"Lanterne Japonaise" Chandeliers, ca. 1935 

Painted steel, perspex, and glass 

H. 16% X W. 10% X D. 10% in. 

(42.9 X 27.3 X 27.3 cm) 

Gift of Seymour Stein, 1984 

1984.564.1,2 
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Crete Reichardt, German, 1907-84 



Textile, ca. 1919-27 

Woven cotton and rayon 

H. 25% X W. 25 in. (64.1 X 63.5 cm) 

Gift of Jack Lenor Larsen, 1985 

1985.198.61 



Claire McCardell, American, 1905-58 



Lounging Pajamas, 1938 
Rayon, leather, and brass 
L, (center back) 57% in. (145.4 cm) 
Manufacturer: Townley Frocks, Inc. 
Gift of Claire McCardell, 1949 
CI 49.37.2ab 




134 



Lena Bergner Meyer, German, 1906-81 



Drawing for "Metro" Textile, 1932 

Gouache and pencil on paper 

H, 8% X L. 11% in. (21 X 28.6 cm) 

Gift of Jack Lenor Larsen, 1985 

1985. 198.41 
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LuDWiG Mies van der Rohe, American, born Germany, 1886-1969 

"MR" Armchair, 1927 

Chrome-plated steel and painted cane 

H. 31 X W. 20% X D. 32% in. (78.7 x 52 x 82.6 cm) 

Manufacturer : Berliner Metallgewerbe Joseph Muller 

Purchase, Theodore R. Gamble, Jr., Gift, in honor of his 

mother, Mrs. Theodore Robert Gamble, 1980 

1980.351 
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Charlotte Perriand, French, born 1903 

Cabinet, ca. 1939 
Designed for the Charlotte Perriand Apartment, Paris 
Aluminum, painted steel, pine, and walnut 
H. 49 X W. 9978 X D. 17% in. (124.5 x 253.7 x 45.4 cm) 
Gift of Mr. and Mrs. Michael Chow, 1987 
1987.461.2ab 
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Frank LI owl Wright. 
American. Side Chai^ 
ca. 1957 



M 



.odernism had barely been codified in the Museum of Modem Art's iandmai^ shotv 
"Mod ern Archicccmre: International Exhibidon" (19} 2) before a widespread reaction set 
in. This inultiLirioLis response was not an organized movement constituting ;i st\'le, but it 
was certainly a recognizable mode, one usually described as "organic" or "biomor^^hic.'* 
During the [9^os Modernist designers themselves — such as Alvar Aalto and Marcel 
Breuer — began to explore new directions, parcicularK in their choice and handling; ot 
materials. In the United States, Frank Lloyd Wrighi returned to prominence in 19^6 after 
years of seeming inactivity, and a young generation of California architects received 
recognition for their vernacular wooden designs. After the Modernist exhibition of 1929 
in Stockholm, Scandinavia also moved to die forefront, and "Swedish Modem" became a 
household word durii^ the thirties. Of particular significance was the concurrent interest 
in design shown by Parisian painters and sculptors, especially the Surrealists. 

The influence of French artistic circles was ostensibly the least important aspect of 
this organic mode. However, the precedent set by Joan Miro, Salvador Dali. and 
Frederick Kiesler with their fascination for nihilism, die subconscious, and the irrational 
was to have far-reaching consequences in the applied arts of the 1960s, particuLirU- in a 
new definition of craft. This higlilv sculptural work also loreshadowed the generation of 
artist-dest^ncrs that enieri^ed in the 1970s. 

In terms oi mainstream design, the reaction to Modernism is more e\ ident, as 
designers turned from an emphasis on the machine to an interest in man and nature. An 




). Swedish. ^ 



Alvar Aalto. Finnic 
1" Armchaii; i9$o-)) 



Bruno Mithsson, Swedish. 
Armchair and Footrcst, ca. 19} 5 
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important aesthetic shift occurred in how form was derived- The Mcxiemists accepted 
geometric form a priori, but other designers, such as Eric Mendelsohn and Frank Lloyd 
Wright, pursued an alternative approach, in which unique fonns u crc specially generated 
for projects. This idea would have a significant influence after World War I] on a 
third gencr:!nnn. 

Although the organic mode was diverse, there were ,\ number of common 
charactensncs. Hard-edged i^comecric forms ^^ave \\\\\ to soher, more irregular shapes, 
with flowing lines Linitying the object's prohle. Designers used a mixture ot materials lor 
their contrasting textures; in particular, wood — bent and laminated in. highly sculptural 
configurations — replaced steel and glass* Textile designets were drawn to strong weaves 
and colors. After an absence of any ornamentation, flat patterns returned to favor, and 
colors changed from primary to muted hues: favorites were dusty rose, chartreuse, dark 
green, and brown. In terms of construction, materials were used in an expressive mannet; 
for quesrions of mass production and fimctionalism had become less central. Desit;ners 
were now more concerned with the shaping of objects to accommodate the human hodv, 
an importanr antecedent oi the field of er^^onomics that de\eloped alter World War II. 

Desii^ners working m the organic mannei' did not produce a signiticani bodv of 
work, owing to the onset oi w ar. Houe\er, thev did SLicceed in modif\ lUi^ the course of 
Modernism, and, in the second half of the century, this niodc would hiuc substantial 
aftereffects, both stylistically and philosophically 




Russel Wright, American. 
Bowl, ca. 1940 
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Edvin Ohrstrom, Swedish, 1883-1980 

Vase, 1939 
Glass 

H. 8% X Diam. 7% in. (20.6 x 18.4 cm) 
Manufacturer: A. B. Orrefors Glasbruk 
Purchase, Edward C. Moore, Jr., Gift, 1939 
39.154.5 
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RussEL Wright, American, 1904-76 

"American Modern" Dinnerware, 1937 
Earthenware 

Pitcher (far left): H. 10% x Diam. S% in. (27.3 x 22.2 cm) 

Manufacturer: Steubenville Pottery 

Pitcher: Gift of Jane and Arnold Adlin, 1989 

1989.395 

Salt shakers, coffee pot: Gift of Laurence B. Kanter, 1990 
1990.69. 1-3 

Celery dish, small pitcher : Gift of Paul F. Walter, 1 990 
1990.73.1,2 
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JOHANN RoHDE, Danish, 1856-1935 

Pitcher, 1933-37 
Silver 

H. 9% X Diam. 5 in. (23.5 x 12.7 cm) 

Manufacturer: Georg Jensen 

The Cynthia Hazen Polsky Fund, 1989 

1989.258 
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Dorothy Liebes, American, 1897-1972 



Textile, ca. 1934 

Silk, Lurex, and cotton 

L. 7 X W. 6 in. (17.8 X 15.2 cm) 

Gift of Dorothy Liebes Design, Inc., 1973 

1973.129,10 
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sleeve detail of dress by Adrian (overleaf) 
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Adrian (Gilbert Adrian Greenburgh), American, 1903-59 



Dress and Cape, ca. 1945 
Rayon 

Cape: L. (center back) 65*/^ in. (166.4 

Label: Adrian/cusTOM 

Gift of Eleanor Lambert, 1958 

CI 58.25abc 





Eric Mendelsohn, American, born Germany, 1887-1953 

Exterior Perspectives of Four Buildings, 
ca. 1935 

Graphite on tissue paper 

H. 11% X W. 9 in. (29.2 X 22.8 cm) 

Signed (lower left) : Mendelsohn 

Edward Pearce Casey Fund, 1986 

1986.1088 
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Fernand L6ger, French, 1881-1955 

Elevation of a Mural for Fireplace Wall 
(detail), ca. 1939 

Pencil, ink, and watercolor on paper 

H. 5% X W. ly'/g in. (13.3 X 44.1 cm) 

Inscribed (bottom center) : I'etoule de mer/et les plongeurs 

Gift of Wallace K. Harrison, 1972 

1 972.73 0.1 
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Alvar a alto, Finnish, 1 898-1976 

Chaise Longue, 1936-37 

Molded plywood and cotton webbing 

H. zSyg X W. 24% X D. 60 in. (73.3 x 61,6 x 152.4 cm) 

Manufacturer: Artek 

Purchase, Theodore R. Gamble, Jr., Gift, in honor of his 
mother, Mrs. Theodore Robert Gamble, 1985 
1985.21 1 
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Marcel Breuer, American, born Hungary, 1902-81 

Table, 1936 
Molded plywood 

H. 13% X W. 24 X D. 16^/^ in. (34.6 x 61 x 41.9 cm) 
Manufacturer: Isokon 

Gift of Daniel and Suzanne Geller, in memory of 

Bert and Phyllis Geller, 1989 

1989.52 
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Maurice Marinot, French. 
Covered Vase, ca. 1925 



he term Art D^co has been used in recent years to describe almost every facet of the 
applied arts produced bctw L^en the world wars. Here Its use is restricted to decorative 
design produced m die decade following World W'av I. f-rance was the wellspring of Art 
D^co, and after the Hxposition Internationale des Arts Decoratifs et Industriels 
Moderncs was held in Paris m 1925, the st\'lc enjoyed cnoriTioiis popiilarir\' elscw here in 
Europe and. brieH\; in America. It w as in manv wavs a continuation ot the hisn)rical 
revivalism that had begun in the hrsr decade, but there were iniporiani dilferences. Arc 
Deco was a iar more concerted eilort, if not a full-scale movement. Designers \\orked 
exclusively in a single manner, rather than several, and increasingly found themselves to be 
de^nders of the old guard against the radical, Utopian Modernists. 

Art D^co drew on a number of neocbssical sources — from Louis XVI to Louis 
Philippe. The influence of avant-garde painting and sculpture, pmicularly the Fauves and 
the Cubists, has often been noted. Both groups, however, were too radical and intellectual 
CO ha\ e had a fundamental impact on such a decorative and revivalistic st\ le, although Art 
Deco desii^ners otien borrowed strong colors, geometric patterns, and e\en African motifs 
for choir work. 1 his in no wav lessens Art Deco's importance in the Modern era; it 
remains the tjuintessenttnl statement oi decorative desi^^n m the t\\entieth centur\'. 

Art Deco objects generally feature a solid mass with a clear delmeacton ot parts. 



Clement Rousseau, 
French. Table, 19Z4 




Karl Malmscen, Swedi^ 
Side Chain ca< 1927 



Bruno Paul, German. 

Dressii^ Table and Stool, ca. 1924 
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The handliog of the surface was of paramount importance, and planar forms were often 
enlivened by gently curvii^ profiles accentuated by shallow carv ing or Huting. Finishes 
included rich veneers, lacquei; or gilding, lb heighten such surface effects, proportions 
were sometimes slightU' exaggerated or overscaled to achieve a sense of vertical ity. The 
consummate masrcr of such subtlety wns the French designer Jacques Emile Riihlniann. 

Art Deco designers reveled in a lu.Mirious vocabulary'. Favorite materials — including 
macassar, ehonv, anibovna, silk, and bronze — were ohcn further embellished with 
shagreen, ivory, or gold. Colors were bold and elegant: red or green against black, gold, or 
silvec Strong pattern and ornament were an essential part of the Art D^co style, and 
designers frequently used swags, garlands of fruit and flowei^, animab, and jets of water as 
motifs for fabrics and wallpapers. Furniture featured elaborate inlays and ormolu mounts. 
Such a sumptuous aesthetic required traditional ci litsmanship at an extraordinary leveL 
Conscquenth. Art Deco design often involved the collaboration of a number of artists, 
whether for a single object or an ensemble. 

The Art Deco style was. of course, the reflection of an opulent and leisured world 
thai could not be maintainecl ,\kcv the onset of the Depression ui 1929. It would be 
nearly halt a century before major designers would agam turn their attention to the 
traditional realm of decorative form and pattern. 



Emilc Lcnoble, French. 
Vase, ca. 1925 




Georges B.isr.ird, 
French. Fan. ci, 1925 



Ren^ Buthaad, French. 
Vase, 1925 



Jean Oiin.ind. French, born 
SwitzerLind. Vase, 1920-50 



Edward Hald, Swedish. 
"Fireworks'* Vase, 1921 




Rene Lalique, French. 
"Nadica" Vase, 1916 




Georg Jensen, Danish. 
Tureen, ca. 1925 
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Simon Gate, Swedish, 1883-1945 

Vase, 1926 
Engraved glass 

H. 11% X Diam. 10% in. (28.3 x 27.3 cm) 
Manufacturer: A. B, Orrefors Glasbruk 
Purchase, Edward C. Moore, Jr., Gift, 1927 
27.96.1 



158 




159 




'TiiiiliHiiii 



Gio PONTI, Italian, 1891-1979 

Urn, 1924 
Porcelain 

H. 19% X Diam. 6% in. (50.2 x 16.8 cm) 
Manufacturer: Richard Ginori 
Purchase, Edward C. Moore, Jr., Gift, 1931 
3 i.83ab 
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Sugar bowl, detail of tea and coflFee service 
by Puiforcat (overleaf) 



i6i 




Jean Puiforcat, French, 1897-1945 

Tea and Coffee Service, ca. 1923 
Silver, lapis lazuli, and ivory 

Tray: H. 2 x W. 27% x D. 23 in. (5.1 x 70.5 x 59.7 cm) 
Purchase, Edward C. Moore, Jr., Gift, 1923 and 1925 
23.177.1-3, 25.230.1-4 
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Detail of teakettle by Puiforcat 
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Jacques Emile Ruhlmann, French, 1879-1933 



Lamp, ca. 1926 
Bronze and alabaster 

H. 29/^ X Diam. 13% in. (74.9 x 34.9 cm) 
Gift of Mr. and Mrs. Michael Chow, 1985 
1985.430.21 
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ABOVE : Detail of second panel from left 
BELOW : Detail of right panel 





Paul V^ra, French, 1882-1958 

"The Gardens" Folding Screen, 1923-24 

Wool, silk, and mahogany 

H. 79 X W. 122 in. (200.7 X 309.9 cm) 

Manufacturer: Manufacture Nationale de Beauvais 

Frame: designed by Paul Follot, French, 1877-1 941 

Purchase, Edward C. Moore, Jr., Gift, 1932 

32.99 
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Madeleine Vionnet, French, 1877-1975 



Dress, 1932 
Silk 

L. (shoulder to floor at front) 61% in. (156.8 cm) 
Label: Madeleine Vionnet 92316 
Gift of Toni Frissell Bacon, 1974 
CI 1974.8 1. 1 
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Erik Gunnar Asplund, Swedish, 1885-1940 



Plan and Elevation for Swedish Pavilion, 

Paris Exposition (details), 1924 

Ink and gouache on board 

H. I3y4 X W. I3y4 in. (34.9 X 34.9 cm) 

Signed (lower right): studio/sthlm.zS :8 :24/E.G. 

Asplund 

Edward Pearce Casey Fund, 1984 
1984.1168.1,2 
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Hunt Diederich, American, 1884-1953 

Drawing for a Firescreen, ca. 1925 

(verso and recto) 

Crayon and chalk on paper 

H. 3iy8 X 2378 in. (79.6 X 60.6 cm) 

Gift of Frederic Newlin Price, 1955 

55. 171. 15 
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Louis Sue, French, 1875-1968 
Andr£ Mare, French, 1887-1932 

Armchair, ca. 1925 

Designed for the Musee d'Art Contemporain PaviHon, 
Exposition Internationale des Arts Decoratifs et 
Industriels Modernes, Paris 
Ebony and new leather upholstery 
H. 3474 X W. 24 X D. 19 in. (87 x 61 x 48.3 cm) 
Manufacturer: Compagnie des Arts Fran^ais 
Purchase, Edward C. Moore, Jr., Gift, 1925 
25.209.2 



17? 




174 




LEFT : Detail of cornice 
BELOW ; Detail of front leg 



Jacques ^mile Ruhlmann, French, 1879-1933 



Cabinet, 1925 

Macassar ebony, ivory, and amarant 

H. 50% X W. SSV* ^ 17 i^- (127.6 X 84.5 X 43.2 cm) 
Purchase, Edward C. Moore, Jr., Gift, 1925 
25.231. 1 
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Details of center inlay 
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foncurrent with the organic mode in the 19 ^os, an nlternate manner developeci out of 
the decorative tradirion ot Art Dcro. Procursors had appeared as earlv as the mid- 1920s 
in the work of Paul I-rankl and I^obert Mallet-Stevens, but the "'nioderne' did not 
become a hill\' developed manner until the next decade brought on the economic realities 
ot the Great Depression and the growing aesthetic challenge ot Modernism. Certainly 
the most widely acclaimed manilestations were exhibited at the world s fairs in Chicago 
(19J 5), Paris (19 J 7), and New York (19 $9). There were, howevei; two diilferent aspects of 
this modeme mode. 

One expression involved decorative designers who had initially worked in the Art 
D^co style but who increasingly sought a new direction after the 1925 Exposition. 
Among the most notable were designers associated with the UAM (Union des Artistes 
Modcrncs, founded iq^g , w ho usurped the Modernist voca bularyofform and material 
but employed it in a decidedlv decoraci\'c rather than architectonic mannec Such 
modernc designers could not accept the extreme austeritv of the International Style and 
wished to preserve a sense ot mass, ornament, and pattern in work that remained mostly 
handmade. This su listic adaptation of Modernism led to the use, at that time, ol the 
pejorative terms "modernistic and "streamlined. 

The second aspect of the modeme involved the emergence of the industrial 
designer in the United States during the late 1920s and early 1930s. These designers used 
a similar streamlined vocabulary as their decorative counterparts, but their theoretical 




Paul Frankl, American, 
born Germany. Bookcase, 
ca. 1925-50 
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approach was quite different. Their objects — which really wm mass-produced — ranged 
from packaging and appliances to interiors, and even trains. Unlike earUer designers for 
industry^ these new industrial designers were not trained as architects or artists but came 
most often out of the worlds of advertising, retailing, or theater. Their approach to design 
was thus not based on a rigorous intellectual concept but simpl\ on the stv h/.uion of 
objects tor mass consumption. Ultimately; this would entail .1 protounj shift in the 
accessibilitv of modern design, Irom an avant-^arde elite to the middle elass. and most 
imporcantK', it marked a eompleteK- neu aesthetic approach to the applied ans. 

Such a dramatic shift in design could only occur alter lundamental changes had 
taken place in society. Industrialization, for example, had unleashed a host of forces — 
the widespread use of electricity the combustion engine, department-store retailing, 
assembly-line manufacture, intemarional maricets, and consumer advertising, to name 
only a few. A multitude of new inventions had been generated in the process: cars, 
airplanes, refrigerators, typewriters, washing machines, radios, telephones, and even 
cocktail shakers. If these products u ere to be pnxiuced for a mass market, new archetypal 
forms were needed. The industrial desii:;ncr's solution in the ig^os was the creation of a 
uni\ersal housing: a planar shell w uh rounded ed^^es. oiien accentuated with asymmetrical, 
horizontal banding, and one u nii as fev\ parts and jomts as possible. Even traditional 
objects were restyled to this conhguration. 




Robert Lallemont, 
ReiKh.Vasie, 1927 
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Walter Dorwin Teague, American, 1883-1960 
Edwin W. Fuerst, American, 1903-88 

"Embassy 4900" Stemware, 1939 
Glass 

Goblet at right: H. 6% x Diam. 3% in. (16.5 x 9.5 cm) 
Manufacturer: Libbey Glass Company 
Gift of Lillian Nassau, 1981 
1981.139.1,2 
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Maija Grotell, American, born Finland, 1899-1973 



Vase, 1940 
Glazed stoneware 

H. 15% X Diam. 10% in. (40 x 27.3 cm) 
Purchase, Edward C. Moore, Jr., Gift, 1940 
1940.153. 1 
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Paul Lobel, American, 1899-1983 



Tea Service, 1934 
Silverplate and wood 

Tray: L. 18 x W. Sy^ x H. i in. (45.7 x 20.6 x 2.5 cm) 
Manufacturer: Wilcox Silverplate Company, 
Division of International Silver Company 
Gift of M. H. Lobel and C. H. Lobel, 1983 
1983.493. 1-4 




Jules Bouy, American, born France, 1872-1937 
Lamp, 1930 

Copper, brass, and frosted glass 

H. 24% X W. 7y4 X D. -j^/^ in. (62.2 x 19.7 x 19.7 cm) 
Gift of Juliette B. Castle and Mrs. Paul Dahlstrohm, 1968 
68.70.17 
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Ilonka Karasz, American, bom Hungary, 1896-1 981 



Carpet, 1928 

Designed for a nursery in the American Designers' 
Gallery, Inc., Exhibition, New York 
Cotton and wool 

L. 107% X W. 107 in. (273.1 X 271.8 cm) 

Purchase, Theodore R. Gamble, Jr., in honor of his mother, 

Mrs. Theodore Robert Gamble, 1983 

1983.228.3 
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Erik Gunnar Asplund, Swedish, 1885-1940 



Elevation of Advertising Mast for 

Stockholm Exhibition, 1929 

Ink and gouache on painted board 

H. 24% X W. 14 in. (62.2 X 35.6 cm) 

Edward Pearce Casey Fund, 1984 

1984.1168.3 



GuGLiEMO Ulrich, Italian, 1904-77 



Elevation of Furniture Suite, 1930s 

Crayon, colored pencil, and metallic ink over graphite on paper 

H. 10% X W. -7% in. (27 X 18.8 cm) 

Marked (lower right) : ^ 

Gift of Giancorrado and Giacinta Ulrich, 1989 
1989.1105.1 
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Donald Deskey, American, 1894-1989 
Armchair, 1928-29 

Chrome-plated steel and reproduction rayon upholstery 
H. 28% X W. 30 X D. 39^/^ in. (73 X 76.2 X 100.3 cm) 
Manufacturer: Ypsilanti Reed Furniture Company 
Purchase, Mr. and Mrs. David Lubart Gift, in memory 
of Katherine J. Lubart, 1 944-1 975, 1979 
i979.7oa-d 
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Kem Weber, American, born Germany, 1889-1963 



Sideboard, ca. 1928 
Lacquer, silver leaf, and walnut 

H. 33y3 X L. 72% X D. I9y4 in. (84.7 x 183.5 x 50.2 cm) 
Manufacturer; Grand Rapids Chair Company 
Purchase, Theodore R. Gamble, Jr., Gift, in honor of 
his mother, Mrs. Theodore Robert Gamble, 1985 
1985.86.1 



194 




195 





Hero Saarinen, American, 
bom Finland. Armchaii; 
ca. 1956 



Amc J.icohscn. Danish. 
Lounge Chair, 1958 




he effects of the Second World War on modem design were as far-ranging as those 
of die first Such recent developments cannot be viewed as yet in their fiiU historical 
perspective, but it be possible to suggest three major currents that have preoccupied 
designers and historians during the past four decades: the late stages of Modernism, an 
increasingly concerted craft mov ement, and a decisive reaction against Modernism. These 
ideas will be explored in the five following sections, beginnint; with Inte Modernism 
itself, which ma\ be divided into two phases — an "organic phase t^about 1945 to i960) 
and a minimal "i^eo metric phase" Tabout i960 to 19901. 

Perhaps the most dramatic alterettect ol the war was the end ot die cultural 
hegemony of Europe, in particular England, France, and Germany. The leadership of the 
Western world clearly passed to the United States, which at long last produced an entire 
generation of designers of the first rank The other center of remarkable achievement 
during these two decades was Scandinavia, which created a distinctive design aesthetic 
reflectiv e of its socialist experiments. 

The Modernist movement, which had arisen in Europe during the 1920s, 
undenvent significant changes as it moved to postwar America. Its socialist utopianism 
was transformed into a corporate style that reflected an American capitalism and was 
devoid oi any radical political overtones. The hard-edged geomcir\ ot die h)2os w as 
softened considerably by the curved forms of modeme and organic designs ot the i9jos, 
and what emerged in the late 1940s was a typically American hybrid mode. A third 
generation of designers still embraced the ideals of mass production and industrialization^ 
but they used a far more pluralistic vocabulary in terms of form, materia^ and coloc 

The principal originators of this organic phase of late Modernism were Charles 
Eames and Eero Saarinen, who achieved a synthesis as early as 1940 in their revolutionaiy 
chairs produced for the Museum of Modem Art competition "Organic Design in Home 
Furnishings." The technical ability to mold materials into a third dimension allowed the 
dc\elopmcnt ot a new aesthetic: a sculptural shell supported on an articulated base. For 
some twenty years, many designers expanded on this idea in plywood, steel, aluminum, 
and plastic in a multitude of variations. A parallel tascination with sculptural torms may 
also be noted with such Italians as Gio Ponti and Carlo Mollino. who continued to 



Finn Juhl, Danish. 
Settee, 1948 \ 




Hans Wegner. Danish. 
Side Chair. 1952 





develop streamlmed or organic designs, as did a number of mainstream American 
designers in the fifties. 

The Scandinavians explored two .ivenues. On the one hand, there were true 
industrial designers, including Ame Jacobsen and Vemcr Panton, who f ollou cd the 
example ofFiimcs ;ind Saarinen. Converselv, rherc were indigenous "cnittsnien-desi^ners.** 
who grew out oi the tradition of tine kindcraftsiiianship that had continued un,ih.ucd in 
small workshops throughout Scandinavin, where industrialization had come reLuivelv late. 
These artists were able to achieve a remarkable synthesis ol hinctionalisni and humanism, 
based in part on the earlier organic mode. This work is best exemplified by the 
now-classic designs of Finn JuW and Hans Wegner for wooden chairs — objects that in 
form, material, ?nd construction combine the old and the new with a chaste perfection. 

Regardless of region, this organic phase seems to possess enough stylistic characteristics 
to constitute a mode, albeit a diversified one. Designers were fascinated, first and 
foremost, w ith bold, plastic forms. They favored plain surfaces of natural wood, stainless 
steel, leathei; wool, and marble. Any pattern or texture was inherent in the material, and 
decorative ornament ition w as almost completch absent. American interiors at this time 
were most often wlmc and grav, accented with primarv colors and black; Scandinavians 
generalK' used a w ariner palette teaturiiiij natural woods and levules. 

Whether objects were mass produced or handmade, the Ljuality ol construction \^ as 
remarkably high. A number oi aesthetic innovations were made possible by technological 
advances: foam rubber and stretch fabrics for upholstery, plastic casings for product 
design, and cast-aluminum frames for furniture. Futictional design clearly remained an 
ideal during the period, but only a few designers — Charles and Ray Eames, most 
notably — really managed to achieve inexpensive, quality mass production. 

The years immediately following World Wir II were a sanguine period of synthesis 
and growth, for the mandate of Modernism was still new and diverse enough to 
accommodate a variety of approaches. B\ the k)6os, however, a fourth generation of 
designers would begin to perceive Modernism as a rigid dogma. The issues that had 
divided the design world in the t\\ enties uould surface once again, settmg oft a herce 
debate that would rage tor the next quarter ot a century. 






Vemer [^con. Danish. 
Side Chan; i960 




Kaj Fr&nck, Finnish. 

"Kremlin Bells" Decanters, 1957 



Karl Gustav Hansen, 
Danish. Pitchei; ca. 1999 
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TiMO Sarpaneva, Finnish, born 1926 

"Lancet" Vase, 1953 
Glass 

H. loYs X W. X D. 1^/2 in. (26.7 x 14.6 x 3.8 cm) 

Manufacturer: Karhula Ittala Glassworks 

Gift of Aarne Simonen, Minister of Commerce and Industry 

of Finland, 1956 

56.31.3 
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Peter Voulkos, American, born 1924 

Bottle, 1961 
Glazed stoneware 
H. 18 in. (45.7 cm) 

Promised gift of Betty and Monte Factor 
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Henning Koppel, Danish, 1918-81 

Server, i960 
Silver 

H. 6 X L. i6y2 X W. 12 in. (15.2 x 41.9 x 30.5 cm) 
Manufacturer : Georg Jensen 
Purchase, Edward C. Moore, Jr., Gift, 1961 
61.7.1 lab 
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ISAMU NoGUCHi, American, 1904-88 

"Akari E" Lamp, ca. 1966 

Handmade mulberry bark paper and bamboo 

H. 1 14 X Diam. iSyg in. (289.6 x 47.9 cm) 

Manufacturer: Ozeki & Co. Ltd. 

Gift of Daniel Wolf, 1 990 

1990,74 



Anni Albers, American, bom Germany, 1899 

Textile, 1948-49 

Sisal, bast fiber, cotton, and Lurex 

H. 131/2 X W. \'7% in. (34.3 X 43.8 cm) 

Gift of Anni Albers, 1970 

1970.75.19 
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Yves Saint Laurent, French, born 1936 



Coat, i960 

Wool and plastic 

L. (center back) 36 in. (91.4 cm) 

House : Christian Dior 

Gift of Kay Kerr Uebel, 1981 

1981.532. 1 
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Frederick Kiesler, American, bom Austria, 1890-1965 

Elevation of "Endless House," 1959 

Charcoal on paper 

H. 24 X W. 36 in. (61 X 91.4 cm) 

Signed (upper right): fk 

Edward Pearce Casey Fund, 1979 

1979-555 
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Gio PoNTi, Italian, 1891-1979 

"POLTRONA TrE PeZZI" (ArMCHAIR IN 

Three Pieces) Drawing, 1953 
Pencil and ink on paper 
H. II X W. ^% in. (27.9 X 22.2 cm) 
Gift of Lisa Licitra Ponti, 1990 
1 990. 1 044 




211 



Charles Ormond Eames, Jr., American, 1907-78 

Ray Eames (born Bernice Alexandra Kaiser), American, 1913-88 

"DCW" Side Chair, 1946 

Birch plywood, slinkskin, and rubber 

H. 2874 X W. 21% X D. 1972 in. (73 x 54.3 x 49.5 cm) 

Manufacturer: Herman Miller Furniture Company 

Gift of Mr. and Mrs. I. Wistar Morris III, 1984 

1984.556 
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Finn Juhl, Danish, 1912-89 



Table, 1950 

Teak, maple, and brass 

H. 27% X L. 8372 X D. 37% in. (70.5 x 212.1 x 95.6 cm) 

Manufacturer; Niels Vodder 

Purchase, Edward C. Moore, Jr., Gift, 1961 

61.7.48 





Vico Magtstrecti, 
It;iti.in. "Eclissc" 
Lamp, 1967 



Tassilo von Gmlnian, 
German. "Mono Teapot 
and Stand, 1981 




'espite the various reactions against Modernism, the purist line originating at the 
Bniihaus had continued largely unbroken* even after the school closed in 193 j. Mies van 
dc Rohc. for example, exerted nn enormous influence on American architects after World 
Wni II and a third generation of designers — including Poul Kjaerholm, Florence KnoU, 
and Dk-rer Rams — perfected their own rigorous, rectilinear acsthciic duriniT this period. 
Furthermore, the Hochschule tiir Gcstaltiing at Uhii ' iq^o-^S ;, under the direction ot 
Max Bill and lomas Maldonado. revived the Bauhaiis's academic program lor a time. 

The late Modernist work that began to appear in the 1960s from a tourth 
generation of designers, who were mainly bom in the 1950s, was thus part of a long 
tradition. This group embraced Modernism with remarkable fervor and, perhaps in 
reaction to the sculptural woi4c of the previous twenty years, carried the Bauhaus ideal of 
simple geometric form to its ultimate expression. This minimal, geometric phase of late 
Modernism has continued to the present time. Though widely divergent in scale, the 
black glass skyscraper and the Zanuso-Sapper black cubic television remain among die 
ultimate icons ol this reductionist art. 

Initiallv, the priman- center for this design was Milan. Seeking a lucrative 
international market, Italian manufacturers commissioned architects like Mario Bellini^ 
Vico Magistretti, and Tobia Scarpa to design their luxury- products. Follou ing the 
Scandinavian model, Italian companies remained small, relying on a combination ol 
machine- and hand-production. This enabled innovative Hrms such as Artemide, Cassina, 
Dai^se, and Kartell to produce a wide range of quality objects for a market whose tastes 
changed quickly. 

During the 1980s Milan was challenged by an emerging generation of Japanese 
designers,includingToshiyuki Kita. Masa^ uki Kurokawa. and Shigeru Uchida, many of 
whom had worked at one time in Milan. These designers have continued the minimal 
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Enzo Mart. Italian. 
Vase, 1969 



Rosclinc [ Vlislc. C..iii.idi,in. 
"Serie Pncuniatique j6" 
Covered Jar, 1987 




C.m \o Scarpa, Italian. 
Carate. ca. 1974 



Elsa Rady, American. 
"Cold Rolled Steel/ 
Double Triangles" 
Vase, 1987 
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aesthetic of late Modernism in a refined fusion of Bastem and Western motifs, most 
notably in the treatment of the Western chair as an abstract sculptural £onn. 

The undcrlving fg^ctor of this reductionist mode is sureK' the use of geometry as a 
^nmbol of order and as ;i genesis of form. Compositions tend to be elemental u ith a 
minimum of parrs; ob|t\ ts thus imp.irr lirrK^ sense of scale with the absence ot the 
traditional division nuo btntoni. niiJcllc. and top. 

Within such a limiiod aesthetic, a Kighlv Itnished surface heconies ol prime 
importance. Designers have otten sought to express tlie "essence' ot a material — be it 
steel, glass, or plastic — by exaggerating the (Qualities of a substance to the ultimate. The 
palette generally consists of minimal compositions of black, white, or gray, sometimes 
combined with metaliic finishes or primary colors. Pattern and ornament of any kind are 
avoided. 

In theorj4 technology continues to be seen as a major progenitor of this late 
Modermst mode. Designers are eager to employ new materials and manutacturing 
innovations, such as rigid plastics, polyurethanc, and injection molding. In reality, 
however, the result is often not so much an "honest" expression of material or fvinction as 
a rarified statement oi an artistic idea. 

hi a ccnturv noted for its rapid ch.mges in fashion, it is remarkable that Modernism 
has remained a vital force for nearly seven decades. What is most commendable about 
this latest generation of adherents is diat it has recaptured to a great degree the spirit 
and purity of Modernism's originators. A style of such longevity, on the other hand, 
invariably runs the risk of appearing to be aseptic, which indeed proved to be true for a 
number of designers who have charted a completely andtheticai course — one now called 
Post-Modemism. 
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AcHiLLE Castiglion"!, Italian, born 1918 

"Ovio" Glasses and Carafe, 1983 
Glass and rubber 

Carafe: H. 11% x Diam. z% in. (28.9 x 7 cm) 

Manufacturer: Danese 

Gift of Jacqueline and Bruno Danese, 1988 

i988.184.9a-f 



218 



Geert Lap, Dutch, bom 1951 



Vessels, 1989 
Earthenware 

Left: H. (:P/^ x Diam. 6% in. (17.5 x 15.9 cm) 

Gift of Claes Oldenburg and Coosje van Bruggen, 1990 

1990.71.1,2 
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Mario Bellini, Italian, born 1935 



Tea and Coffee Service 
(prototype), 1980 

Silver, rose quartz, and lapis lazuli 
Tray: H. 1% x W. 1974 x D. 19% in. 
(3.8 X 50.2 X 50.2 cm) 
Manufacturer: Cleto Munari 
Gift of Cleto Munari, 1988, 1990 
1 988. 1 9 1. 6, I990.i.96.iab-4ab 
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Richard Sapper, German, born 1932 

"Tizio" Lamp, 1973 

Aluminum, thermoplastic, and metal alloy 

H. 46^/^ X Diam. 4/^3 in. (11 8.1 x ii.i cm) 

Manufacturer: Artemide S.p.A. 

Gift of Artemide S.p.A., 1988 

1988.236.9 
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Jack Lenor Larsen, American, bom 1927 

"Magnum Golden" Textile (detail), 1972 

Wool, nylon, acrylic, and Mylar 

L. 55y2 X W. 53% in. (141 X 135.9 cm) 

Manufacturer: Jack Lenor Larsen, Inc. 

Gift of Jack Lenor Larsen, 1984 

1984.242.9 
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Andr£ Courreges, French, born 1923 

Dress and Jacket, 1965 

Wool, silk, and plastic 

Dress: L. (center back) 36 in. (91.4 cm) 

Label; couRREGEs/PARis/Made in France 

Gift of Kimberly Knitwear, Inc. , 1 974 

1974.1 36.5ab 
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Tad AO Ando, Japanese, born 1941 

Plan of Nakanoshima Project, Osaka, 

Japan, 1980 

Crayon on lithograph 

H. 33 X W. 69% in. (83.8 X 175.9 

Gift of Tadao Ando, 1988 

1988.LI16 
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Emilio Ambasz, Argentinian, born 1943 

Preliminary Sketches for 

"Vertebra" Chair (detail), 1974-75 

Pencil and ink on paper 

H. 20 X W. 1478 in. (51.4 X 37.8 cm) 

Gift of Emilio Ambasz, 1 990 

1 990.1 022 
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Joe Colombo, Italian, 1930-71 



"Tube" Chair, 1970 

Plastic, polyurethane, and synthetic knit upholstery 
Largest tube: H. 25% x Diam. K^y^, in. (64.1 x 49.2 cm) 
Manufacturer: Flexform 

Purchase, Theodore R. Gamble, Jr., Gift, in honor of 
his mother, Mrs. Theodore Robert Gamble, 1987 
1987.98.1a-d 
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Disassembled modular units 



2?I 




Carlo Scarpa, Italian, 1906-78 

"Doge 306" Table, 1969 
Glass, steel, and brass 

H. 28 X W. 120 X D. 40 in. (71. i x 304.8 x 101.6 cm) 
Manufacturer: Simon International 
Gift of Simon International S.p.A., 1989 
1989.404 
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Detail of center stretchers 



2|4 



Detail of intersecting stretchers and legs 
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Earlier sections have dealt with stylistic modes that consisted largely of decorative or 
industrial design; handcrattcd objects — such as glass, ceramics, or textiles — were 
illustrated in each, however, because cratt has cradiiionallv constituted an integral part oi 
the applied arts. Bclorc World War II. craftsmen most oken worked within these two 
areas, Irequently as collaborators with designers or painters and sculptors. This section 
deals wirii a major development in postwar applied arts — an intellectual and aesthetic 
shift in which craft has assumed a position independent of die two other design areas. 

During this century the craft movement has in many ways found its greatest 
acceptance in America, where there had long been an emphasis on the individual and 
handwork. Until die Second Woiid Wat; though, the field remained highly fragmented 
and regional in scope. From that time, a more focused national movement came into 
being with the founding of what are currently known as the American Craft Council 
(i9^9\ American Craft magazine (1941 \ and the American Cralt Museum (1956). At last 
craftsmen had a multiple forum for debating and sharniiT their work. The establishment 
in 1964 of the World Crafts Council and its mternational conferences provided further 
structure for a burgeonmg movement. 

These organizational endeavors paralleled other changes in rfie field. Craft was 
evolving into a "high art." Craftsmen were no longer merely billed artisans but were 
now formally educated at universities, invariably in fine-arts departments, rather than at 
schools of architecture or design. This transcendence of craft into fine art has been 
accelerated more recently by the large number of international galleries and museums 
actively promoting craftsmen as major artists. The craftman s ultimate goal, of course, was 
to be accepted as the artistic equal of decorative and industrial designers, as well as of 
painters and sculptors. 

While there were earlier precedents for diis new conception of the ctaft^nan as 



Ann Warif, Swedi^ 
**Leben Lassen" Bowl, 19$! 
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Sam Maloof. American- 
Settee #5/87, 1987 



artist — George Ohr or Bernard Leach, for example — it was only aker World War II that 
these ideas coalesced into a lari^c-scnlc movement. Such hmdamcni.il changes in the field 
have led to a protean rather than a monolithic siaiatioii, in \\ hich the majoruv of 
craftsmen may be divided into rvvo distinct camp\s: those w ho continue the lon^^ tradition of 
nuking functional objects and those who create non-utilitarian objects as >vorks ot hne art. 

Any design current seeking to establish itself as a major movement must define its 
own standards of quality and create an historical context. It is symptomatic of the 
contemporary craft field — at least at this moment in time — that it appears to exist 
largely in an incelleccual and stylistic vacuum; the absence of comprehensive collections 
and scholarly studies has contributed greatly to this inconstant state. Fine-arts craftsmen^ 
who have few rc.il antecedents, are often reduced to searching desultorily for inspiration 
in painting and sculpture. Functional craftsmen, on the other hand* frequently turn tn on 
themselves, focusing myopically on their own media. 

In terms of hmctional craft itself, this situation has resulted in a common attitude 
rather than a st\ le. Certainly one of the most cherished ideals has been the individual 
artist m his studio — versus a large \\ t^rkshtip w ith assistants doing serial productions — 
where one-of-a-kmd objects could be created tor e\eryday use at moderate cost. 
Functional craft, as such, tends to become an autodidactic discipline, where the emphasis 
is placed on the extension of traditional forms, the mastery of materiab. and the 
perfecting of technical skills. This has ted to the cult of the craftsman spending his life 
completely within one medium, htt of extrinsic influence. The ultimate criterion for 
judging work thus becomes the individual development of the artist rather than any 
larger fi^mework relating to t^venticth-ccntury culture as a whole. Hence this section 
does not share a stylistic theme but rather celebrates the remarkable achkvements of ten 
individual artists. 




Ibshtko Takeazu, American. 
"Sakura" Vase (top) and 
"Air" Vase, 1967 





Klaus Moje, German, both 1936 



Dish, 1979 
Fused glass 

H. Z% X Diam. 17% in. (7 x 44.8 cm) 

Gift of Douglas and Annie Heller and Dale Chihuly, 1980 

1980.142 
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Bernard Leach, British, 1887-1979 

Bottle, ca. 1958 
Stoneware 

H. 14% X Diam. 7 in. (37.8 x 17.8 cm) 

Rogers Fund, i960 

1960.46 
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George Nakashima, American, 1905-90 



"Kent Hall" Lamp, ca. 1964 
English walnut, rosewood, holly, and fiberglass 
H. 60 X Diam. 16/^ in. (152.4 x 41.9 cm) 
Promised gift of Dr. and Mrs. Charles Hardy 



Olga de Amaral, Colombian, born 1937 

"Alquimia Xin" Hanging, 1984 

Cotton, linen, rice paper, gesso, paint, and gold leaf 

L. 71 X W. 29% in, (180.3 ^ 74'9 '^"^) 

Gift of Olga and Jim Amaral 

1987.387 
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Dale Chihuly, American, born 1941 



Elevation Studies for "Venetian Series" 

Glass Vases, 1988 

Charcoal and watercolor on paper 

H, zzYg X W. ^0% in. (56.8 X 76.5 cm) 

Signed in pencil (lower right): Chihuly. 88 

Gift of Charles Cowles, 1989 

1989.1137.1 
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Albert Paley, American, born 1944 



Preliminary Elevations of Ironwork for Stairwell Enclosure, 
Designed for Hyatt Regency Grand Cypress Hotel, Orlando, Florida 
Graphite on paper 

H. 29 X W. 23 in. (73.7 X 58.4 cm) 

Signed (lower right): Albert Paley 8-83 

Gift of Grand Cypress Hotel Corporation, a subsidiary of 

Dutch Institutional Holding Company, 1990 

1 990. 1 02 1 




Wendell Castle, American, born 1932 

"Two-Seater" Settee, ca. 1977 
Cherry 

H. ^0% X W, 60% X D. 38 in. (77.5 X 153.7 X 96.5 cm) 
Gift of Dr. and Mrs. Irwin R. Herman, 1977 
1977.225 
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Wharton Esherick, American, 1887-1970 

Music Stand, 1962 
Cherry 

H. 43 X W. 19% X D. 16 in. (109.2 x 49.5 x 40.6 cm) 
Gift of Dr. Irwin R. Herman, in memory of his father, 
Allan Lake Berman, 1979 
1979.320 
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Achilic and Pier Gtacomo 
Cascigitoni, Italian. 
"Taccia" Lamp. 1962 



rue tiO C)^clical fnshion. Modernism evolved in time from the avant-garde to the 
mainstream, and by the late 1950s and early sixties outr^ designers elected to explore 
anrirhetical approaches to this rationalist aesthetic. The reaction against Modemi^ was 
ac tn St 1 diffuse and peripheral movement; its evolution into a true style, in lact^ required 
almost two decndes. 

One of the e.irh m.inilcst.itions of this Posi-Modcrnist reaction occurred in 
England during the 1950s \vi th such theorists as Keyner Banhani and the Independent 
Group. They advocated that design concepts did not have to derive a priori from 
architectural principles; rather, design could exist as a separate discipline with an 
independent theoretical basis. They contended that the application of rationalist criteria 
was particularly inappropriate co such a pragmatic field largely subject to the forces of 
mass production. Drawing on the precedent set by the modeme designers of the 1950s, 
these early advocates wished to place a greater emphasis on symbolism, styling, and 
expendability. The machine aesthetic was thus replaced by popular culture as a basis 
for design. 

At about the same time in America, formalist architects such as Edward Durell 
Stone and Philip Johnson instigated a revival ol interest in neoclassical motifs, u hich 
enjo\ed a brief \o^ue. This work had httle in the w av of real. thei^)retical underpinnings, 
and certainh' no aciempi was made to produce unified interiors with lurnishini^s. Bv the 
mid-1960s, though, Robert Venturi offered a serious intellectual basis for i.|uestioning 
Modernist tenets in his book Complexity and Contradictim in Architecture (1966). Equally 
important were die monumental buildings of Louis Kahn, which drew in a highly original 
way on Classical and Neoclassical sources. This American reaction to Modernism 
remained largely an architectural phenomenon, with the exception of such designers as 
Charles and Ray Eames, whose renewed interest in ornament^ color, and pattern was 
confined to their interiors, exhibitions, and films rather than industrial designs. 

The most pronounced response in the applied arts occurred in Italy, vvhere radical 
dcsisJners in the turbulent ig6os equated Modernism with an afHuent capitalist society. 
The hi^hh' polemical designs created initiallv by groups such as Archr/oom and 
Superstudio, and individuals such as Ettore Sottsass and Gaetano Pesce, were m many 




ways more interesting for chetr intellectual concepts than their aesthetic achievement. 
They constituted, however, a major catalyst for things to come. 

By the mid- 1970$. all ol these reactions coalesced into a coherent moi'ement, one 
that (.|ii(ck!\ bcciime an intt rn.nional — rhoui^h n^t Jocirinairc — force. Tuo m<i|or 
directions ui Post-Modermstn nia\ be noted: an eclectic historical revisai and a liii^hK' 
subjective, ant i- rationalist stance. Hach was very ditterent in terms ot term, theory, and 
objective. 

Historic ism had been a basic tenet of the Modem movement since its inception. Its 
timeless appeal lay in the sense of order it provided, for change may often be more easily 
accommodated within a recognized style. For many of these outr^ designers, a renewal of 
the decorative tradition of the 1920s with its emphasis on hbtorical form, luxurious 
materials, and craftsman^ip offered a viable alternative to industrial design. Of greatest 
importance was their desire w reassert humanist values — versis the machine aesthetic — as 
a new basis for design. 

While the variety of stylistic sources has ranged from the Art Nom eau. Wiener 
Werkstatte. and An Deco in this centiir\' l>ack 10 the Renaissance and Classical worlds, 
there are a number of common characteristics. These revivalist dcsujncrs tend to preter 
subtly modeled forms w ith clearly delineated parts. A sense ol i.olid mass is lightened by 
an emphasis on smooth, polished finishes. Traditional materials — such as exotic veneers, 
stone, siivet; silk, or engraved glass — are used to express their sensuous rather than 
constructive quality and coloi; pattern, and ornament are used in a decorative though 
integrated maruiei; New technology may be used to duplicate the effects of earlier 
techniques or materials, as for example v\ ith silk-screening and printed plastic laminates, 
but the main emphasis is placed on the re\ ival of traditional handcrafiied skills. Likewise, 
the primary criterion here is one of style in a formalist sense, rather than function or 
economy. 

This historical revival, initially an architectural movement, spread by the early igSos 
to all areas of the applied arts. Its principal propcinents remain architects such as Michael 
Graves, Hans Hollein. and Araia Isozaki. Its overriding goal — the renewal of decorative 
form, material, and craftsmanship— remains a major issue for bte-twentieth-century design. 




Michael Graves, American. 
GQ Manstyle Award Cttp 
and Lounge C^m 1982 



^^ ^^^ ^^^^^^^^ 
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Mario Botta. Swiss. 
**Shogun" Lamp, 




Norbert Bet^hof, Michael Lafxies, 
and Wolfgang Rang, German. 
"Frankfurter Stuhl F ID" 
Armchair; 1985-86 



Richard Meier, American, born 1934 
Stemware, 1984 

Left to right: "Manhattan" (prototype), "Lattice" 
(prototype), "Highball" (prototype), and "Professor" 
(production piece) 
Engraved glass 

Goblet at right: H. 9/4 x Diam. z^/^ in. (25.1 x 7.3 cm) 
Manufacturer: Swid Powell 
Gift of Swid Powell, 1985 
1985.199.9-12 
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Betty Woodman, American, born 1930 

"Pillow" Pitcher, 1981 
Glazed earthenware 

H. 1974 X W. 22 X D. 13 in, (50,2 x 55.9 x 33 cm) 
Promised gift of Mrs. Larry Horner 
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Michael Graves, American, born 1934 

Tea and Coffee Service 
(prototype), 1980-83 

800 silver, lacquered aluminum, mock ivory, 
and Bakelite 

Tray; H. 3% x Diam. 16 in. (8.9 x 40.6 cm) 
Manufacturer: Officina Alessi, Alessi S.p.A. 
Promised gift of Diane, Daniel, 
and Mathew Wolf 
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Gae Aulenti, Italian, born 1927 

"PiPiSTRELLo" Lamp, 1965 

Lacquered aluminum, stainless steel, and perspex 

H. 27% X Diam. 21 '^/^ in. (70.5 x 54 cm) 

Manufacturer: Martinelli Luce 

Gift of Martinelli Luce, 1989 

1989.401 
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opposite: Detail of center leaf 




Sheila Hicks, American, born 1934 

"Palm" Tapestry, 1984-85 

Prototype of tapestry for King Saud University, Riyadh, 
Saudi Arabia 

Wool, cotton, rayon, silk, and linen 

L. 14372 X W. io8y2 in. (364.5 X 275.6 cm) 

Manufacturer: Atelier Philippe Hecquet 

Anonymous Gift, 1986 

1986.298 
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IssEY MiYAKE, Japanese, born 1938 

Dress and Wrap, 1977 
Silk-screened silk 

Dress: L. (center back) 56 /4 in. (142.9 cm) 
House: Issey Miyake 

Back printed with design, "The Creation," 

by Tadanori Yokoo 

Gift of Issey Miyake, 1977 

1 977.405. 9ab 
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A RATA IsozAKi, Japanese, born 1931 

Exterior Perspective of the Museum of 

Contemporary Art, Los Angeles, 1983 

Pencil and colored pencils on tracing paper 

H. 9 /4 X W. IO/4 in. (24.1 X 26.7 cm) 

Signed (lower right): Arata Isozaki 

Edward Pearce Casey Fund, 1987 

1987.1020 
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Robert Venturi, American, born 1925 

Elevations of "Art D^co" Side Chair, 1982 

Detail of full elevation (left): Graphite, black marker, 

colored markers, and paper collage on tracing paper 

H. 56y2 X W. 36 in. (143.5 X 91.4 cm) 

Signed (lower left): Robert Venturi: '82 

Detail elevation (above) : Graphite and black marker on 

tracing paper 

H. 27% X W. 29 in, (69.9 X 73.7 cm) 
Signed (lower right): Robert Venturi: '82 
Gift of Venturi, Rauch and Scott Brown, 1984 
1984.568.1,2 
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Shiro Kuramata, Japanese, bom 1934 

"How High the Moon" Armchair, 1986 
Nickel-plated steel 

H. 28% X W. 37/4 X D. 32 in. (71.8 x 94.9 x 81.3 cm) 

Manufacturer : Vitra Inc. 

Gift of Vitra Inc., Basel, Switzerland, 1988 

1988.186 
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Oscar Tusquets Blanca, Spanish, born 1941 



"Alada 985" Table (prototype), 1985 

Painted wood, bronze, and etched glass 

H. 27 Ys X W. 79 X D. 4374 in. 

(70.8 X 200.7 X 1 1 I.I cm) 

Manufacturer: Casas 

Gift of Casas-Barcelona, 1990 

1990.68 



Detail of foot 
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Harvey Littleton, 
American. "Amber 
Crested Form" 
Scatpture, 1976 




Tom P.itti, Amcricin. 
"Banded Fiair ' Botdc, 1976 



A 



.c mid-century another group of Post-Modcmist designers became increasingly 
alarmed by the global spread of Wcsrcrn capitalism and, like the Arts and Crafts Movement 
ofa century earlier, assumed the role of the artist as reformer of society. Confronting the 
eviaciu issues of worldwide industriali/arion and urbanizacion, these artists wished to 
reasscri the importance of the indi\ idiial, and the\' be^^an a tjiiixoric search for a new 
humanism tliat was to be hii!;hlv iconoclastic and sub|cctivc. 1 his particular Post- 
Modernist reaction developed during the u)6os in centers as far apart as Berkele\ and 
Milan, in a milieu of rock music, blue jeans, and anti-war protests. It has evoh ed into two 
segments linked both aesthetically and intellectually: non-iunctionai craftsmen and 
anti-rationalist designers. 

Perhaps the earliest manifestation occurred in the craft field: wiping to break out 
of the category of craftsman* diese artists moved into painting and sculpture in search of a 
new formal and intellectual basis for their work, a direction oBxn referred to as the 
Studio Movement. Momentous changes took place almost simultaneously through all the 
craft media in America during the 1960s and within the next decade spread to Europe and 
Japan. Many artists moved away from a preoccupation with practical, one-of-a-kind 
objects toward a larger conception of their work as theoretical and serial, necessitating 
large studios and assistants. Moreover, rechnic^uc, a fundamental aspect of functional 
craft, was often gnen less importance than tlie intellectual concept of the object. Some 
artists, especialK' on the West ('oast, began to assume a hi^^hh- polemical and 
confrontational attitude m their work. Ironicalh; a parallel movement w as occurrinv^ at the 
same time among a number of sculptors and painters who were creating applied objects 
devoid of any design criteria. This disintegration of the boundaries between design and 
fine art had its roots in the 19^05. 

As for the anti-rationalists, again the most pronounced reaction occurred in Italy. 
Several groups and individuals had sought an alternate direction to Modernist design in 
the 1960s, but by the 1970s their efforts coalesced into a major force, often referred to as 
the Anti-Design Movement. Among the most influential groups were Studio Alchimia 
and Memphis; the lattet; in particulai; had an explosive impact on international design in 
die 1980s with its radical new concepts of form, pattern, and colon These Post- 



Wayne Higby. American. 
"Winter Inlet" Ceramic, 1976 



Fran^oise Grossen, 
Swiss. "Grasshopper' 
Textile, ca. 1975 





Sin\ .i Okayama. J.ip.incsc, 
and Aiessandro Mendini, 
Italian. Vase, 1986 
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Modernists initially worked in the applied arts and only subsequendy received large 
architectural commissions. 

Such a highly individualistic and antithetical movement is not easy to codify, yet 
there are certain traits shared by its proponents. For one. the applied arts are not 
considered in purclv formalise terms but nre viewed as a \ chicle lor social commentary, 
often Utopian in lone. Overt references are f reqiientU made lo past and contemporar^' 
tme art, especialh' nihilistic movements hke Dada. This aspect of Post-Modernism may 
be described as one that celebrates richness and complexity: form over function, the 
decorative over the industrial, the intuitive over the rational, and pluralism over universal 
verities 

In reaction to the "good design" of d\e Modernists, mass culture was venerated over 
high art. Artists deliberately used vernacular forms, common materials, and crude 
craftsmanship as elements in their work. Pop Art, 1950s kitsch, and Las X'ciras suggested a 
new iconography that artists could incorporate into either sophisticated or deliberately 
vulgar designs. These works were often characterized by an underlying sense of 
impermanence and disorder. 

Such anti-rati(inahst desi^^n tends to feature complex and eva^v^erated sculptural 
forms free of functional constramts. Materials are often used in surprising combinations: 
wire mesh, plastic laminates, or cardboard paired with marble 01 exotic veneers. Color, 
pattern, and ornament are treated as equal elements in relation to form — often at a 
baroque intensity. Technology is of secondary importance, for materials are not used so 
much in a constructive as in an emotive sense. Antt-rationalist design has generally been 
of limited production, requiring considerable handwork; this has in turn led to a reliance 
on small workshops for fabrication and art gallcrie^ f or dist i ibiuion. 

These Post- Modernists began by protesting the existing order bui h.ne now 
become an established mo\ ement. Their Utopian \ ision, hkc that of William Morris and 
his contemporaries, lias been to unite the tine and apphed arts but, especialK; to make 
design an integral part of daiK' existence. As ue approach the end of the twentieth century, 
they remind us once again of tiie fundamental power of design — the most accessible ot 
all the arts — to ennoble and enrich our everyday lives. 



Archizoom, Italian. 
"AEO" Aimchaii; 1987 





Superstudio. Italian, 
"Gherpe" Lamp, ca. 1967 





Errorc Sotcs.iss. Italian, 

born Amcna. "The Structures 

Tremble" Table, 1979 



Gaetano Pesce, lultan. 
"Sit EJowti" Lounge 
Chaic 197; 
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Stanislav Libensky, Czechoslovakian, born 1921 
Jaroslava Brychtova, Czechoslovakian, born 1924 

"Bride Table" Sculpture, 1989 
Safirin glass 

H. 9 X W. 18% X D. 7% in. (22.9 x 46 x 1 8.1 cm) 

Purchase, James R. Houghton Gift, 1990 

1990.8 



Reverse view of "Bride Table" 
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views of "Blue Mountain Horses," moving counterclockwise 
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Rudy Autio, American, born 1926 

"Blue Mountain Horses" Sculpture, 1984 
Stoneware 

H. 2974 X Diam. 22y4 in. (74.3 x 57.8 cm) 
Promised gift of Emily Fisher Landau 
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Chunghi Choo, American, born Korea, 1938 



Centerpiece, 1979 
Silver-plated copper and plexiglass 

H. 11% X W. 18% X D. 6% in. (28.3 x 47.6 x 15.9 cm) 
Gift of Jack Lenor Larsen, 1980 
1980. 5 Scab 
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Frank Gehry, American, born Canada, 1929 



"Fish" Lamp, 1983-84 

Steel, wood, colorcore Formica plastic laminate, 

and electric lights 

H. 71 X W. 29 X D. 29 in. (180.3 ^ 73-7 ^ 73.7 cm) 
Manufacturer: New City Editions 
Promised gift of Stephan I. Montifiore 
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Claire Zeisler, American, born 1903 



"Tri-Color Arch" Fiber 
Construction, 1983-84 
Hemp and synthetic fiber 
H. 74 in. (188 cm) 
Gift of the artist, 1987 
1987.371 
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Jacques Kaplan (designer), 
American, born 1924 

Marisol (born Marisol Escobar; painter), 
American, born France, 1930 

Coat, i960 

Painted calfskin and mink 

L. (center back) 40/^ in. (102.9 '^^) 

Manufacturer: Jacques Kaplan 

Gift of Pascal Kaplan, Ph.D., 1979 

1979,570.1 



Ettore Sottsass, Jr., Italian, born Austria, 1917 

Elevation of Daniel Wolf Residence, 

RiDGWAY, Colorado, 1986 

Graphite, colored pencil, and oil pastel on paper 

H. 1 1 X W. 14 in. (27.9 X 35.6 cm) 

Promised gift of Daniel Wolf 



i88 
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Studio Alchimia 

Drawing for Tokyo Exhibition Catalogue, 1986 
Graphite, gouache, and colored pencil on board 
H. 39y4 X W. 27% in. (99.7 x 69.9 cm) 
Promised gift of Mathew Wolf 
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PiERO GiLARDi, Italian, born 1942 



"I Sassi"(The Rocks) Seating, 1967 
Painted polyurethane 

Left rock: H. 1774 x Diam. 23/^ in. (45.1 x 60 cm) 
Manufacturer: Gufram 

Purchase, Theodore R. Gamble, Jr., Gift, in honor of 
his mother, Mrs. Theodore Robert Gamble, 1987 
i987.6.2a-c 
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Ettore Sottsass, Jr., Italian, born Austria, 1917 

"Tartar" Table, 1985 

Reconstituted veneer, lacquer, and plastic laminate 

H. 30 X W. l^^U X in. (76.2 X 192.4 x 81.9 cm) 

Manufacturer: Memphis 

Promised gift of Daniel Wolf 
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Notes: 



Modem Design at The Metropolitan Museum of Art 



Abbreviations: 

AAM — American Association of Museums 

AFA — American Federation of Arts 

AUDAC — American Union of Decorative Artists 
and Craftsmen 

MMA — Metropolitan Museum of Art 

MMAB — Metropolitan Museum of Art Bulletin 

MoMA — Museum of Modern Art 
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Curator of Decorative Arts from 1921 to 1953 and 
as Associate Curator from 1934 to 1957. 

77. The show was held Mar. 13-Apr. 23, 1939. See 
Preston Remington, Exhibition of Victorian and 
Edwardian Dresses (New York: MMA, 1939). 

78. Remington had a long career at the MMA: 
Assistant Curator, 1924-28; Associate Curator, 
1929-3 3; Curator (and department head), 1934-50; 
Curator-in-Charge. 1950-57; and Research Curator, 
1957-58. 

79. See John Goldsmith Phillips, "New Accessions 
of Contemporary French and Swedish Decorative 
Arts," MMAB, 30 (Jan. 1935), pp. 3-5. 



80. Letter from Richard F. Bach to Henry Kent, 
Dec. 10, 1926 (Museum Archives). 

81. The General Education Board was funded by 
the Rockefeller family, although it was not part of 
their foundation. 

82. Charles R. Richards, introduction, International 
Exhibition, Contemporary Glass and Rugs (Portland, 
Me.: Southworth Press for AFA, 1929), n.p. 

8 3 . C. Louise Avery, "The International Exhibition 
of Contemporary Glass and Rugs," MMAB, 24 
(Nov. 1929), p. 288. 

84. The exhibit was held Oct. 2-28, 1928. See 
Charles R. Richards, introduction, /«;o7iflJionfl/£x/)ii!7ion 
of Ceramic Art (Portland, Me.: Southworth Press for 
AFA, 1928); Joseph Breck, "The International 
Exhibition of Ceramic Art," MMAB, 25 (Sept. 
1928), pp. 210-12; C. Louise Avery, "The International 
Exhibition of Contemporary Ceramic Art. " MMAB, 
23 (Oct. 1928). pp. 232-38; and N. C. Sanford. 
"International Exhibition of Ceramic Art," Good 
Furniture, 32 (Jan. 1929), pp. 37-39. 

85. The exhibit was held Nov. 4-Dec. 1. 1929. See 
Richards, Contemporary Glass and Rugs; C. Louise 
Avery "The International Exhibition of Contemporary 
Glass and Rugs," MMAB, 24 (Oct. 1929), pp. 
250-5 3; and idem, "Contemporary Glass and Rugs" 
MMAB (Nov 1929), pp. 288-94. 

86. Ibid., pp. 289-90. 

87. The show was held Dec. 1-28, 1930. See Charles 
R. Richards, introduction. Decorative Metalwork and 
Cotton Textiles (Portland. Me.: Southworth Press for 
AFA. 1930); Richard F. Bach, "Third International 
Exhibition of Contemporary Industrial Art," 
MMAB, 25 (Oct. 1930), pp. 217-18; and C. Louise 
Avery "The International Exhibition of Decorative 
Metalwork and Cotton Textiles," MMAB, 25 
(Dec. 1930), pp. 262-68. 

88. Richards. Decorative Metalwork and Cotton Textiles, 
u.p. 

89. Other American museums also expressed an 
interest in German design during this period. The 
Newark Museum mounted two important exhibits: 
"Modern German Applied Arts" (1912) and a show 
devoted to the work of the Deutscher Werkbund 
(1922). MoMA mounted its first Bauhaus exhibit 
in 1938. 

90. The exhibit was held Dec. 4, 1926-Jan. 5, 1927, 
and included 659 objects from 78 lenders. See 
Richard F. Bach, introduction, American Industrial Art, 
Tenth Annual Exhibition of Current Manufactures Designed 
and Made >n the United States (New York: MMA. 
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1926) ; idem, "American Industrial Art," MMAB, 21 
(Nov. 1926), pp. 254-55; and idem, "American 
Industrial Art," MMAB, 21 (Dec. 1926), pp. 274-76. 

91. A remarkable series of exhibitions of contemporary 
design was held on the East Coast during the late 
1920s and early 1930s by department stores, museums, 
and professional organizations. 1925: Little Review 
magazine, B. Airman's store, and Wanamaker's 
store; 1926: Art in Trade Club; 1927: Macy's store; 
1928; Lord & Taylor's store, Macy's store, and 
American Designers' Gallery; 1929: Contempora, 
American Designers' Gallery, and Newark Museum; 
i9?o: AUDAC; 193 1: W & J Sloane store, AUDAC 
at the Brooklyn Museum; and 1932: Philadelphia 
Museum, MoMA. 

92. The first Macy's show was held May 2-7, 1927. 
See Exposition of Art in Trade at Macy's (ca. 1927); "Art 
in Manufacture and Trade," MMAB, 22 (June 

1927) , p. 180; and John Taylor Boyd, Jr., "The Art 
of Commercial Display," Architectural Record, 6] (Jan. 

1928) , pp. 59-66. The second Macy's exhibit was 
held May 14-26, 1928. See Robert W. de Forest, 
foreword. An International Exposition of Art in Industry 
(New York: [1928]); C. Adolph Glassgold, "Art in 
Industry," The Arts, i] (June 1928), pp. 575-79; 
"The Macy Exposition of Art in Industry " 
Architectural Record, 64 (Aug. 1928), pp. 157-45; and 
N. C. Sanford, "An International Exhibit of Modern 
Art, Good Furniture, 51 (July 1958), pp. 15-20. 

95. MMAB, 22 (June 1927), p. 180. 

94. The exhibit was held Feb. 12-Sept. 2, 1929, and 
included 1,602 objects from 159 lenders. The 
interiors and designers were as follows: Armistead 
Fitzhugh (central garden feature), Raymond M. 
Hood (apartment house loggia; business executive's 
office), Ely Jacques Kahn (backyard garden; bath 
and dressing room), John W. Root (woman's 
bedroom), Eliel Saarinen (dining room), Eugene 
Schoen (show window and sales alcove; child's 
nursery and bedroom), Leon V Solon (a collaborator 
with Fitzhugh), Joseph Urban (conservatory; man's 
den), and Ralph T. Walker (man's study for a 
country house; sales room). See Richard F. Bach, 
introduction, The Architect and the Industrial Arts: An 
Exhibition of Contemporary American Design (New York: 
MMA. 1929); "American Industrial Art," MMAB, 
25 (July 1928), pp. 174-75; "American Industrial 
Art," MMAB, 25 (Dec. 1928), p. 290; Kent, "The 
Motive of the Exhibition of Industrial Art" (Apr. 

1929) , pp. 96-97; William H. Baldwin, "American 
Industrial Art, 1929," MMAB, 24 (Apr. 1929), 

pp. 97-99; Charles R. Richards, "Exhibition of 
American Contemporary Design," MMAB, 24 
(Mac 1929), pp. 71-78; and Helen Appleton Read, 
"The Architect and the Industrial Arts," MMAB, 24 
(May 1929), pp. 146-47 



95. Leon Solon suggested Wright to design the 
music room, since "he is identified with all that is 
most progressive and original in American architecture 
and decoration." Letter from Leon V Solon to 
Henry Kent, Mar. 28, 1929 (Museum Archives). 
The Finnish architect, in addition to a dining room, 
was to have completed the "design of automobile, 
group organized by Eliel Saarinen" (undated memo 
in Museum Archives). 

96. The exhibition was held Oct. 12-Nov, 22, 1951, 
and included 524 objects from 240 lenders. See 
Richard F. Bach, Twelfth Exhibition of Contemporary 
American Industrial An (New York: MMA, 1951); 
idem, "Contemporary Design, An Exhibition of 
American Industrial Art," MMAB, 26 (Sept. 195 1), 
pp. 202-5; and "Contemporary American Industrial 
Art," MMAB, 26 (Nov. 1931), pp. 259-60. 

97. Bach, Twelfth Exhibition, n.p. 

98. Johnson's "Machine Art " exhibit had actually 
been anticipated almost a decade earlier by "The 
Machine-Age Exposition" organized by the Little 
Review. See "Machine-Age Exposition, " Little Review, 
2 (Spring 1925), pp. 22-24, ^^^^ fiv^ accompanying 
photographs. 

99. The exhibit was held Nov. 5, 1954-Jan. 6, 1955, 
and included 750 objects from 259 lenders. See 
Richard F. Bach, Contemporary American Industrial Art, 
i()j4 (New York: MMA, 1954); "Contemporary 
American Industrial Art, 1954, " MMAB, 29 (July 
1954), pp. 114-15; Richard E Bach, "Contemporary 
American Industrial Art, 1954," MMAB, 29 (Oct. 
1954), p. 162; Arthur Loomis Harmon, et al., 
"Contemporary American Industrial Art: 1954," 
MMAB, 29 (Dec. 1954), pp. 203-5; and "A Parade 
of Contemporary Achievements at The Metropolitan 
Museum of Art," Arts and Decoration, 42 (Dec. 
1934), pp. 12-25. 

100. In New York City, the moderne mode could 
have been seen earlier in the room settings done for 
the second AUDAC exhibit at the Brooklyn Museum 
in 1931. In the next year the Philadelphia Museum 
mounted a similar show, "Design for the Machine, " 
which had some moderne rooms. 

101. Harmon, MMAB (Dec. 1954), p. 204. 

102. The designers for the Central Gallery unit 
were Ralph T. Walker (bedroom), John Wellborn 
Root (living room), Eliel Saarinen ("Room for a 
Lady"), Eugene Schoen (dining room), William 
Lescaze (living room), and Archibald Manning 
Brown (living porch). The team for the West 
Gallery was directed by Ely Jacques Kahn, who 
executed a general group in conjunction with 
Joseph Lotto, as well as a textile group; other 



designers in this section included Irvin L. Scott 
(women's dressing room), Donald Deskey (dining 
room), and Walter van Nessen (display case and 
objects in metal, clay, and glass). Paul Cret directed 
the East Gallery unit, which included Walter 
Dorwin Teague (dining room), Gilbert Rohde 
(music room corner), and Lee Simonson and 
Raymond Loewy (designer's office and studio); 
Cret himself did a number of general groups. 

103. Lewis Mumford, "Modern Design and the 
New Bryant Park," The New Yorker, Dec. i, 1934. 

104. The 1957 proposal was included in memos sent 
to Francis Henry Taylor on Sept. 27, 1940, and Jan. 
15, 1945 (Museum Archives). 

105. The show was held Ape 11-M.ay 25, 1957, and 
included 305 objects from 64 lenders. Sec Richard 
F. Bach, Silver, An Exhibition of Contemporary Atiierican 
Design by Manufacturers, Designers and Craftsmen (New 
York: MMA, 1937); idem, "The Exhibition of 
Contemporary American Silver," MMAB, 52 (May 
1937), pp. 133-54; and "At the Paris Exposition, " 
MMAB. 32 (Aug. 1957), pp. 198-99. 

106. The show was held Oct. 26- Dec. 5, 1937, and 
included 115 objects from 115 lenders. See Rugs and 
Carpets, An International Exhibition of Contemporary 
Industrial Art (New York: MMA, 1957); Richard F. 
Bach, "Rugs and Carpets, An International Exhibition 
of Contemporary Industrial Art, " MMAB, 32 (Oct. 
1937), pp. 226-28; and Rose Mary Fisk, "The 
Exhibition ol Rugs and Carpets, " MMAB, 32 
(Nov. 1937), pp. 245-48. 

107. Letter from Richard F. Bach to Herbert E. 
Winlock, Nov 25, 1936 (Museum Archives). The 
two MoMA competitions were; "Organic Design 
in Home Furnishings Competition," directed by 
Eliot F. Noyes (1940-41) and "Low-cost Furniture 
Design Competition," run by Edgar Kaufmann, jr. 
(.948)- 

108. The exhibit was held Apr. 29-Sept. 15, 1940, 
and consisted of 985 objects from 420 lenders. See 
Richard F. Bach, Contemporary American Industrial Art: 
1^40, ijth Exhibition (New York: MMA, 1940); 
"Contemporary American Industrial Art: 1940," 
MMAB, 34 (Dec. 1939), pp. 270-71; Richard F. 
Bach, "Contemporary American Industrial Art: 
1940, Fifteenth Exhibition," MMAB, 55 (Apr. 1940), 
pp. 74-76; Ely Jacques Kahn, "Contemporary 
American Industrial Art: 1940." MMAB, 35 (May . 
1940), pp. 98-99; Arthur Loomis Harmon, 
"Contemporary American Industrial Art at the 
Museum," MM/4B, 3 5 (June 1940), pp. 132-35; 
Ralph Walker, "Contemporary American Industrial 
Art: 1940," MMAB, 35 (July 1940), pp. 144-45; 
Harvey Wiley Corbect, "Contemporary American 
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Industrial Art," MMAB, 3 5 (Sept. 1940), pp. 175-76; 
"Contemporary American Industrial Art," Interior 
Design and Decoration i 5 (July 1940), pp. 42-47, 72, 
74; James W. Lane, "View of the Decorative 
Industry," The Arts, 38 (May 11, 1940), pp. 7, 16; and 
Elizabeth Mock, "Industrial Arts," Maga^ne of Art, 
55 (June 1940), pp. 550-55. 

109. Mock (June 1940), pp. 550, 355. Mock was 
using the term "functional" to refer to Modernism; 
many Europeans, particularly in Scandinavia, 

use the terms interchangeably. Organic designers 
were, of course, quite concerned that their work be 
considered practical or functional. 

1 10. A number of industrial designers had participated 
in the 13th annual in 1954-55. The following artists 
contributed to the 15th annual: North Section led 
by Ely Jacques Kahn: Walter W. Kantuck and Kahn 
(metals and glass display), Irvin L. Scott (covered 
terrace), Walter Dorwin Teague (music room), 
Archibald Manning Brown (entrance hall of a 
country home), and William Lescaze (room for a 
child, aged four). East Section led by Harvey Wiley 
Corbett: Edward D. Stone (dining alcove), Louis 
Skidmore and Corbett (metals and synthetic textiles), 
and Donald Deskey (prefabricated cabin interior). 
South Section led by Arthur Loomis Harmon: Leon 
V Solon and Harmon (ceramics, glass, and plastics 
display), Russel Wright (outdoor living room), 
Gilbert Rohde (living room), Eugene Schoen (living 
room), and Walter von Nessen (porch). West 
Section led by Ralph Walker: Raymond Loewy 
(room for a five-year-old child), Walker (corner for 
living), Gustav Jensen (powder room), and Wallace 
K. Harrison (hall of a country house). Two island 
units were designed by Armistead Fitzhugh. 

111. Kahn, MMAB (May 1940), pp. 98-99. 

112. From 1949-52 Bach prepared a report for 
the trustees, "Museum Relations to Industry" 
(unpublished), on the Museum's role in Modern 
design; the lengthy document recorded the history 
of the MMA's involvement and outlined his proposals 
for future projects in the field (Museum Archives). 

115. Kent resigned after a dispute with the new 
director, Francis Henry Taylor. See Tomkins, Merchants 
and Masterpieces, p. 276. It should also be noted that 
the concept of the Museum Archives began to 
change after Kent's departure, so subsequent sections 
of this essay are less well-documented. 

114. Francis Henry Taylor, "Report of the Director," 
Seventy-first Annual Report of the Trustees ig^o (New 
York: MM A. 1941), p. 9. 

115. The comprehensive exhibitions were, of course, 
the "annuals." Bach's one-material shows were 



outlined as bemg American and mternational; he 
seems to have developed a particular interest in 
Latin America at this time. Letter from Richard F. 
Bach to Francis Henry Taylor, Sept. 27, 1940 
(Museum Archives). 

116. On Nov. 24, 1941, Taylor wrote to H. H. F. 
Jayne, the Vice-Director, about the planning for the 
upcoming British craft exhibition; his comments 
about Bach's expansiveness and abilities were caustic 
(Museum Archives). 

117. During the 1940s Taylor conducted protracted 
negotiations for the MMA to form a coalition with 
the Whitney Museum (1945) and to accession 
systematically "older " modern paintings and sculpture 
from MoMA (1947), which would then focus only 
on contemporary art. No mention seems to have 
been made, however, of the design and architecture 
collections at MoMA. The negotiations broke off 
in 1948, at which time Taylor hired Robert Beverly 
Hale to start actively acquiring contemporary 
American painting and sculpture. 

118. In 1950 the Department of American Art was 
broken into two divisions: The American Wing and 
Paintings and Sculpture. The Department of 
European Art consisted of six divisions, including 
Renaissance Art and Post-Renaissance Art. 

119. For a synopsis of the history of the Costume 
Institute, see Jean L. Druesedow, "In Style," MMAB, 
n.s. 45 (Fall 1987). 

120. "Report of the Trustees for the Year 1945, " 
Seventy-sixth Annual Report of the Trustees ig^^ (New 
York; MMA, 1946), p. 5. 

121. Francis Henry Taylor, et al., "Review of the 
Year 1946," Seventy-seventh Annual Report of the Trustees 
for the Year tg^6, in MMAB, n.s. 6 (Summer 1947), 
p. 24. 

122. The exhibitions of the Costume Institute are 
not being discussed in this essay, since they constitute 
such a large block of material and are somewhat 
independent in their evolution from the other 
applied arts collections at the Museum. 

125. This correspondence is included in the papers 
of William Church Osborn, President of the Museum 
from 1941—47 (Museum Archives). 

124. The exhibit was held May 21-July 5, 1942, as 
part of the war effort. See Charles Marriott, British 
Handicrafts (London: Longmans Green, 1943); idem, 
"The Exhibition of Modern British Crafts," MMAB, 
58 (June 1942), pp. 147-49; and A. A. Longden, 
"British Craftsmanship in Wartime," The Studio, 123 
(Apr. 1942), pp. 101-6. This exhibition, interestingly 



enough, was one of the first exhibits at the Museum 
to have been shown on television; a number of the 
objects were taken to a CBS studio in New York 
City during May 1942 for a program. See letter 
from Horace Jayne to Collector of Customs, May 
1 5 , 1942 (Museum Archives). 

125. Marriott, MMAB (June 1942), pp. 148-49. 

126. The show was held Oct. 10-19, '95^ (no 
catalogue). 

127. The exhibit was held from Jan. lo-Feb. 2, 1947. 
See Richard F. Bach, foreword, Contemporary 
American Ceramics (New York: MMA, 1947). 

128. The exhibit was held Jan. 25-Man 8, 1959. See 
Henry Varnum Poor, foreword. Selections from the XX 
Ceramic International (Syracuse: Syracuse Museum of 
Fine Arcs, ca. 1958), and Carl Christian Dauterman, 
"The Ceramic International, " MMAB, n.s. 17 (Feb. 
•959). PP- 154-65- 

129. James Rorimer, Director of the Museum, was 
concerned that mass-produced ceramics were not to 
be represented in the exhibition. Correspondence 
between the MMA and the Syracuse Museum of 
Art, July and Sept. 1957 (Museum Archives). 

150. Dauterman, MMAB (Feb. 1959), pp. 154, 162. 

131. Among the most notable Europeans were 
Wilhelm Kage, Bernard Leach, Lucie Rie, and Hans 
Coper. Americans included Maija Grotell, Karen 
Karnes, Gertrude and Otto Natzler, Henry Varnum 
Poor, Edwin and Mary Scheier, Toshiko Takaezu, 
Peter Voulkos, and Frans and Marguerite Wildenhain. 

152. The show was held Nov 22, 1948-Jan. 9, 1949 
(no catalogue). Also, in 1948, the Museum hosted 
an exhibit of "American Amateur Needlework of 
Today " which met substantial opposition within 
the Museum since the subject matter was largely 
considered folk arc. 

133. The show was held Apr. 21-Sept. 17, 1950. See 
Hugh J. Smith, Jr., Twentieth-Century Glass, American 
and European (New York: MMA, 1950), and "Glass 
Exhibition," MMAB, n.s. 8 (Apr. 1950), u.p. 

134. The exhibition was held Nov. 19, 1959-Jan. 3, 
i960. See Thomas S. Buechner, preface. Glass (959, 
A Special Exhibition of International Contemporary Glass 
(Corning, N.Y.: Corning Museum of Glass, 1959). 

135. The show was held Dec. 16, 1949-Jan. 29, 1950 
(no catalogue). In 1966 the MMA mounted another 
metalwork exhibit, which featured some turn-of- 
the-century silver: "Nineteenth Century Silver by 
Samuel Kirk & Son, 1815-1905." The show was held 
Apr. 20-June 19, 1966. 



302 



156. The exhibit was held Mar. 5 -Apr. 6, 194}. See 
"American Industry at War," MMAB, n.s. 1 (Mar. 
1945), u.p. 

157. The show was held Oct. 28— Nov. 24, 1946 (no 
catalogue). Photographic exhibitions were a popular 
means of showing modern architecture in the 1940s 
and 1950s, versus the use of original drawings or 
models. MoMA, in particular, circulated a number 
of such exhibits around the country during this 
period. 

1 j8. The show was held Oct. 2-Nov. 12, 1956. 
See New York City School Buildings, i8ob-i()^6 
(New York: Board of Education, i9';6). 

I J9. The exhibit opened Nov. z, 1962 (records 
incomplete). 

140. The exhibit was held Mar. 12-Oct. 19, 1964. See 
John J. McKendry, "Come, Come to the Fair. . . ," 
MMAB, n.s. 22 (Feb. 1964), pp. 184-200. 

141. The show was held June 9-Sept. 6, 1959. See 
E. Cranston Jones, Form Givers at Mid-Century (New 
York: Time-Life Books, 1959). 

142. See "Modern Swedish and Danish Decorative 
Arts," MMAB, n.s. 4 (Apr. 1946), u.p. 

145. The exhibit was held Nov. 21, 1947-Feb. 29, 
1948. See Pierre Verier, introduction, A Handbook to 
the Exhibition of French Tapestries, Mediaeval, Renaissance, 
and Modern (New York: MMA, 1947). 

144. The show was held Oct. 15, ig6o-Jan. 8, 1961. 
See Erik Lassen, ed.. The Arts of Denmark, Viking to 
Modern (Copenhagen: Berlingske Bogtrykkeri, i960), 
and Rosine Raoul, "The Danish Tradition in 
Design," MMAB, n.s. 19 (Dec. i960), pp. 119-24. 

145. The precedent of the 1927 exhibit of modern 
Swedish decorative arts, which was designed by Carl 
G. Bergsten, was thus followed once again tor a 
Scandinavian design show. 

I 146. "Museum's Own Exhibit Source of 
Acquisitions," New York Times, Oct. 14, i960. 
Kaufmann would over the next two decades have 
extensive ties to the MMA: he gave funds, which 
made possible in large part the Museum's late- 19th- 
and early-2oth-century American design collection; 
he organized an important exhibit of American 
architecture for the MMA's Centennial; and he 
wrote a Bulletin devoted to Frank Lloyd Wright (see 
note 165). Kaufmann also helped to train two of the 
Museum's curators, Marilynn Johnson and R. Craig 
Miller, through his classes at Columbia University. 

147. "Museum's Own Exhibit." 



148. The exhibit was held Apr. 11, 1962-ca. 1966 
(no catalogue). See "Notes," MMAB, n.s. 20 
(Ape 1962), p. 264. 

149. Geldzahler worked initially in the Department 
of American Paintings as a Curatorial Assistant 
(i960), Assistant Curator (1962), and Associate 
Curator (196^). After Robert Hale's retirement in 
1966, Geldzahler was named Curator (1967) and 
head of a department combining both European 
and American art. 

150. Henry Geldzahler, "Creating a New 
Department," in Thomas Hoving, The Chase, The 
Capture: Collecting at the Metropolitan (New York: 
MMA, 1975), p. 221. 

151. Henry Geldzahler, "Contemporary Arts," Ninety- 
eighth Annual Report 0/ the Trustees of The Metropolitan 
Museum of Art for the Fiscal Year ! 967-/ 966 in 
MMAB, n.s. 27 (Oct. 1968), p. 82. 

152. Henry Geldzahler, "Contemporary Arts," Ninety- 
ninth Annual Report of the Trustees of The Metropolitan 
Museum of Art for the Fiscal Year ig68-ig6() in 
MMAB, n.s. 28 (Oct. 1969), p. 6?. 

155. Geldzahler, "Creating a New Department," 
p. 221. 

154. In 1972 the Jacques Doucet collection of Art 
Deco decorative arts was sold in Paris. The 
Metropolitan bid publicly at the sale, acquiring a 
table by Clement Rousseau and a stool by Pierre 
Legrain; these public acquisitions marked the return 
of the Museum to the field in a demonstrative way. 
See Geldzahler, "Creating a New Department," 
pp. 228-51. 

155. Hunter-Sticbel worked at the Museum from 
1975 to 1985 in two departments: Western European 
Arts (Curatorial Assistant, 1975; Assistant Curator, 
'975 ''76), and Twentieth Century Art (Associate 
Curator, 1978). 

156. Penelope Hunter-Stiebel, "Art Deco, the 
Last Hurrah," MMAB, n.s. 30 (June/July 1972), 
pp. 257-67 

157. For a number of major acquisitions during this 
period, see "Twentieth Century Art," Notable 
Acquisitions, ig6^-igy^ (New York: MMA, 1975), 
pp. 225-?0. 

[58. The Museum's records are unclear as to when 
this change in collections policy occurred. It was 
perhaps in the 1960s when the decision was made to 
build a new American Wing where large architectural 
objects — the Little living room by Frank Lloyd 
Wright and the Stock Exchange staircases by Louis 
Sullivan — could be more readily accommodated. 



Galleries for Twentieth Century Art were at that 
time — before the Wallace Wing — limited in size 
and could not hold such large, permanent installations. 

159. See Berry B. Tracy, introduction, tgth-Century 
America, Furniture and Other Decorative Arts (New 
York: MMA, 1970). 

160. Sec Edgar Kaufmann, jr., ed.. The Rise of an 
American Architecture (New York: Praeger, in association 
with the MMA, 1970). 

161. Johnson held the following positions at the 
Museum: Assistant Curator (1970-72) and Associate 
Curator (1972-82). 

162. Miller worked initially in the Department of 
American Decorative Arts as an Assistant Curator 
(1978) and Associate Curator (1983). In 1983 he was 
also placed in charge of the Twentieth Century 
Design and Architecture Collection, in conjunction 
with his duties in the Department of American 
Decorative Arts. In 1986 he joined Twentieth 
Century Art full time; he resigned from the MMA 
in June 1990. 

165. The Wright room was acquired by Berry Tracj 
and Morrison Heckscher The latter did a small 
exhibit, "Frank Lloyd Wright and the Francis W. 
Little House," from May 2 to Sept. g, 1973. See 
Morrison H. Heckscher and Elizabeth G. Miller. 
An Architect and His Client: Frank Lloyd Wright and 
Francis W. Little (New York: MMA, 1973). For the 
1982 exhibition, see Edgar Kaufmann, jr., "Frank 
Lloyd Wright at The Metropolitan Museum of 
Art," MMAB, n.s. 40 (Fall 1982). 

(64. The exhibit was held Apr. 18-June 17, 1984. Sec 
Robert Judson Clark, et al.. Design in America. 

165. The exhibit was held ca. Oct. 6-21, 1970. 
See Ada Louise Huxtable, "Quality Design with 
Amenities, " New York Times, Oct. 7, 1970, and 
"Vision of a New Town on Welfare Island is 
Unveiled Here," New York Times, Oct. 7, 1970. The 
exhibition on Rhode Island architecture was held 
concurrently at the MMA and the National Academy 
of Design, July 14-Sept. 15, 1982. See William H. 
Jordy and Christopher P. Monkhouse, Buildings on 
Paper: Rhode Island Architectural Drawings — 
(Providence: Brown University, 1982). 

166. The show was held Nov. 50, 1972-Jan. 14. 1973. 
Rosenblatt was not a curator but held the title of 
Vice President for Architecture and Planning; he 
supervised construction of the new wings at the 
Museum. See Arthur Rosenblatt, preface. Marcel 
Breuer at The Metropolitan Museum of Art (New York: 
MMA, 1972). 
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167 The Bradley exhibit was held June 16— July 51, 
1972; see Roberta Waddell Wong, Will H. Bradley, 
American Artist and Craftsman (l868-ig6z) (New 
York: MMA, 1972), and idem, "Will Bradley and 
the Poster," MMAB, n.s. 50 (June/July 1972), pp. 
294-99. The Zimmermann exhibit was held July 
2-Sept. 8, 1985; it was organized by Craig Miller 
for the Department of American Decorative Arts 
(no catalogue). 

168. The exhibit of Soviet art was held Oct. 7-51, 
1972 (no catalogue). The Gold show was held 
April 14-Sept. 9, 1975 (no catalogue). See Carmen 
Gomez-Moreno, "Gold," MMAB, n.s. 51 (Winter 
1972/75). The glass exhibit was entitled "Works of 
Art in Glass from the Museum's Collections ' (records 
incomplete). 

169. The Frankenthaler show was held May 2-June 
•7> 197?- See Helen Frankenthaler, Sixty-two Painted 
Book Covers (New York: MMA, 1973). 

170. Hess served only from February to July 1978 
owing to his untimely death. 



171. The Lila Acheson Wallace Wing for twentieth 
century art opened in 1987. 

172. The exhibit was held Nov. 19, 1980-Jan. ij, 
igSi. At the same time Hunter-Stiebel placed on 
view 5 5 pieces of Art Nouveau and Art Deco glass 
from the permanent collection in an adjacent 
gallery. See Thomas S. Buechner, preface, Glass, A 
Worldwide Survey (Corning, N.Y.: Corning Museum 
of Glass, 1979). 

175. Product design is an important area in the 
larger field of industrial design. The MMA collects 
objects in this area only where it has historical 
precedents, such as lighting, clocks, coffeepots, etc. 
The department made a deliberate decision not to 
form a wide-ranging collection, which would normally 
include computers, typewriters, and other objects 
that constitute a significant segment of the field. 

174. The sole exceptions here would be mass- 
produced objects in continuous production without 
any modification since initial manufacture. 



175. The two-day conference focused on alternate 
styles or modes to Modernism in this century. The 
first day was devoted to the pre-World War II period 
with scholars treating national developments; David 
G. De Long (United States), Wim de Wit (Holland), 
Mary McLeod (France), Jean-Louis Cohan (Soviet 
Union), and Rosemarie Haag Bletter (Germany and 
Austria). The second day focused on the postwar 
period with designers talking about their 
contemporaries: Ettore Sottsass (Italy), Rafael Moneo 
(Spain), Arata Isozaki (Japan), and Michael Graves 
(United States). Craig Miller also gave a brief paper 
on the history of the MMA in the Modern 
Movement, which developed into this book. Another 
offshoot of the conference was a two-year study for 
the MMA to do an international exhibition of 
Post-Modernist design and architecture covering 
the period from i960 to 1990. 

176. Peck, as Assistant Curator in the Department 
of American Decorative Arts, advised the department 
from 1984-87 on acquisitions of contemporary 
textiles. 
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Appendix A: 

Selected Exhibitions Held at The Metropolitan Museum of Art Including Modem Design and Architecture 



1880s 

1880 Museum opens "Industrial Art Collection" 
after move to permanent building in Central 
Park 

1910s 

1917 "ist Exhibition of Work by Manufacturers 
and Designers" 

1918 "2nd Exhibition of Work by Manufacturers 
and Designers" 

1919 "The Museum as a Laboratory: Exhibition 
of Work by Manufacturers and Designers" 

"Exhibition of Modern French Fine and 
Applied Art" 

"The Exhibition of Plant Forms Used in 
Design" 

1920s 

1920 "The Art Museum as a Laboratory: Fourth 
Exhibition of Work by Manufacturers and 
Designers Based upon Study in the 
Museum" 

1920/21 "The Museum of Art as a Laboratory: Fifth 
Exhibition of American Industrial Art, 
Current Work by Manufacturers and 
Designers Showing Study of Originals in 
the Museum" 

1922 "The Museum of Art as a Laboratory: 
Sixth Exhibition of American Industrial 
Art, Current Work by Manufacturers and 
Designers Showing Study of the Collections" 

1923 "The Museum of Art as a Laboratory of 
Design: Seventh Exhibition of American 
Industrial Art, A Selection of Current 
Work by Manufacturers and Designers 
Showing a Study of the Collections" 

"Exhibition of American Handicrafts" 

Temporary exhibition of modem decor- 
ative arts collection 

1924 "American Industrial Art: An Exhibition of 
Current Manufactures Designed and Made 
in the United States" 

1925 "American Industrial Art: Ninth Annual 
Exhibition of Current Manufactures 
Designed and Made in the United States ' 



1926 "American Industrial Art: Tenth Annual 
Exhibition of Current Manufactures 
Designed and Made in the United States" 

"A Selected Collection of Objects from the 
International Exposition of Modern 
Decorative 86 Industrial Art at Paris, 1925" 

Modern decorative arts gallery opens 

1927 "Exhibition of Swedish Contemporary 
Decorative Arts" 

"Group of Book-bindings Designed by 
Charles Ricketts; Loans from Harold Bell 
Collection" 

"A Retrospective Exhibition of Painted and 
Printed Fabrics ' 

1928 "International Exhibition of Ceramic Art" 

1929 "The Architect and the Industrial Arts: An 
Exhibition of Contemporary American 
Design, the Eleventh in the Museum Series" 

"A Memorial Exhibition of Porcelain and 
Stoneware by Adelaide Alsop Robineau, 
1865-1929" 

"International Exhibition, Contemporary 
Glass and Rugs" 

Temporary installation of modern decorative 
arts collection 

1930s 

1950 "Decorative Metalwork and Cotton Textiles, 
Third International Exhibition of 
Contemporary Industrial Art" 

"Mexican Arts" 

19 5 1 "Twelfth Exhibition of Contemporary 
American Industrial Art" 

195 5 "Plant Forms in Ornament" 

ig 54 "Contemporary American Industrial Art, 
1954, Thirteenth Exhibition: Group 
Arrangements by Twenty Architectural and 
Industrial Designers" 

1935 "Memorial Exhibition of Stoneware by 
Charles F. Binns" 

Installation of new acquisitions of 
contemporary French and Swedish applied 
arts 

1936 "An Exhibition of the Work of John La 
Farge" 



"A Special Exhibition of Glass from the 
Museum's Collections" 

1957 "Silver: An Exhibition of Contemporary 
American Design by Manufacturers, 
Designers, and Crafts-men" (14th annual) 

"Rugs and Carpets: An International 
Exhibition of Contemporary Industrial Art" 

1939 "Exhibition of Victorian and Edwardian 
Dresses" 

1940s 

1940 "Contemporary American Industrial Art, 
1940: Fifteenth Exhibition" 

1941 "French Fashions 1800-1900" 

1942 "Exhibition of Modern British Crafts" 

"Renaissance in Fashion 1942: A Special 
Exhibition" 

1945 "American Industry at War" 

1945 "American Fashions and Fabrics" 

1946 "Modern Swedish and Danish Decorative 
Arts" 

"Houses U.S.A., 1607-1946" 

1947 "Contemporary American Ceramics, Selected 
from the Eleventh National Ceramic 
Exhibition" 

"French Tapestries: Mediaeval, Renaissance, 
and Modern" 

"Summer Fashions from 1830-1912 ' 

1948 "American Textiles '48 ' 

"American Amateur Needlework of Today ' 

"Turn of the Century: Portraits, Jewels 86 
Accessories" 

"From Casablanca to Calcutta" (costume) 

1949 "Form in Handwrought Silver" 
"Behind American Foot Lights" (costume) 

1950s 

1950 "Twentieth-Century Glass. American and 
European: A Special Exhibition" 

"The World of Silk" 

"Adam in the Looking Glass" (costume) 
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1951 
1952 

•954 
1956 

1957 



1959 



i960 



1962 



1964 

1966 

1967 
1968 
1969 



1970 



'Seeds of Fashion" 

'Handicrafts in the United States" 

'Festive Folk Costume ' 

'The Fine Art of Costume" 

'New York City School Buildings: 
1806-1956" 

'A Century of Summer" (costume) 

'Children in Style" (costume) 

'Silhouettes in Silk" (costume) 

'Selections from the XX Ceramic 
International" 

'Form Givers at Mid-Century" 

'Glass 1959, A Special Exhibition of 
International Contemporary Glass" 

1960s 

"Two Worlds of Silks" 

"The Arts of Denmark: Viking to Modern" 

"Costumes from the Age of Louis XV to 
the Age of Worth" 

"Art of Faberge" 

"Planning for the Future — The Building 
Program of The Metropolitan Museum of 
Art" 

"The World's Fairs: Architecture of Fantasy" 

"Vignettes of Fashion" 

"Nineteenth-Century Silver by Samuel Kirk 
& Son, 1815-1905" 

"The Art of Fashion" 

Installation of the "Wisteria Room" 

"The Island Nobody Knows: The Plan for 
Welfare Island" 



1970s 

"igth-Century America: Furniture and Other 
Decorative Arts" 

"The Rise of American Architecture, 
1815-1915" 



"Nineteenth-Century American Drawings: 
Arts and Architecture" 

1971 "Fashion Plate" 

1972 "Will H. Bradley, American Artist and 
Craftsman (1868-1962)" 

"Soviet Union: Arts & Crafts in Ancient 
Times & Today" 

"Marcel Breuer at The Metropolitan 
Museum of Art" 

"Untailored Garments" 

"Sporting Life" (costume) 

1975 "An Architect and His Client: Frank Lloyd 
Wright and Francis W. Little" 

"The World of Balenciaga ' 

"The los, 20S, 50s: Inventive Clothes" 

"Helen Frankenthaler: Sixty-two Painted 
Book Covers ' 

"Gold" 

"Romantic and Glamorous Hollywood 
Design" (costume) 

"zoth-Century Accessions, 1967-1974" 

"American Women of Style" 

"A Bicentennial Treasury: American 
Masterpieces from the Metropolitan" 

"The Glory of Russian Costume" 

"Vanity Fair: A Treasure Trove of the 
Costume Institute" 

New installation of twentieth-century 
decorative arts gallery 

"Diaghilev: Costumes & Designs of the 
Ballets Russes" 

1979 "Fashions of the Hapsburg Era: Austria- 
Hungary" 

1980s 

1980 "New Glass, A Worldwide Survey" 

"The Manchu Dragon: Costumes of 
China — The Ch'ing Dynasty 1644-1912" 
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1975 
1976 



1977 



1978 



1981 "An American Choice: The Muriel Kallis 
Steinberg Newman Collection" (costume) 

1982 "Buildings on Paper: Rhode Island Archi- 
tectural Drawings, 1825-1945" 

"Frank Lloyd Wright at The Metropolitan 
Museum of Art" 

The Frank Lloyd Wright room opens in the 
American Wing 

"La Belle Epcxjue" (costume) 

198} "Works of Art in Glass from the Museum's 
Collections" 

"Yves Saint Laurent: 25 Years of Design" 

1984 "Design in America: The Cranbrook Vision, 
1925-1950" 

"Man and the Horse" (costume) 

1985 "Selection Three" (temporary installation 
of 20th-century fine and applied art 
collection) 

"Marie Zimmermann: Art and Craft in 
Metal" 

"Costumes of Royal India" 

1986 "Dance" (costume) 

1987 "Decorative and Industrial Design: 1900- 
1986 " (temporary installation of permanent 
collection) 

"Costumes of Asian Peoples" 

"In Style: Celebrating Fifty Years of The 
Costume Institute" 

1988 "Architecture on Paper: A Decade of 
Acquisitions" 

"Design and Architecture Since World War 
II: Selections from the Collection" 

1989 "Apropos Aprons" 
1990s 

1990 "Small Illusions: Children's Costumes 
1710-1920" 

"Glass Gathers" 

"Design, 1925-1940: Selections from the 
Collection ' 
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Appendix B: 



Credits for Chapter Openings 

Pages 46-47 (left to right): Gift of Roland Rohlfs, 
1985, 1985.261; Purchase, Friends of 20th Century 
Decorative Arts Gifts,. 1980, 1980.147; Purchase, 
The Cynthia Hazen Polsky Gift, 1987, 1987.544; 
Purchase, Edward C. Moore, Jr., Gift, 1925, 25.163.1; 
Purchase, Mr. and Mrs. David Lubart Gift, in 
memory of Katherine J. Lubart, 1944-1975, 1985, 
1985.26; Purchase, Theodore R. Gamble. Jr., Gift, 
in honor of his mother, Mrs. Theodore Robert 
Gamble, 1982, 1982.511.5; Promised gift of Jane D. 
and Charles L. Kaufmann; Purchase Mr. and Mrs. 
David Lubart Gift, in memory of Katherine J. 
Lubart, 1944-1975, 1981, 1981.157.1,2; Giftof Hugh J. 
Grant, 1974, 1974.214.25; Purchase, Andrew J. Crispo 
Gift, 1979, 1979.69 

Pages 68-69 C^ft "^o fight): Purchase, Friends of 
20th Century Decorative Arts Gifts, 1981, 1981.78; 
Gift of Peter Palumbo, 1987, 1987.50; Purchase, 
Edward C. Moore, Jr., Gift, 1926, 26.228.19; Purchase, 
Friends of 20th Century Decorative Arts Gifts, 
1985, 1985,65; Purchase, Edward C. Moore, Jr., Gift, 
1926, 26.228.10; Gift of Ruth and Frank Stanton, 
1981, 1981.495,2; Purchase, Friends of 20th Century 
Decorative Arts Gifts, 1982, 1982.554; Gift of Lloyd 
and Barbara Macklowe, 1984, 1984.555 

Pages 88-89 (left to ■'igl^'^)' Purchase, Edward C. 
Moore, Jr., Gift, 1925, 25.114.5ab; Purchase, Edward 
C. Moore, Jr., Gift, 1922, 22.227.1ab; Purchase, 
Edward C. Moore, Jr., Gift, 1925, 25.145; Gift of 
Jennifer Johnson Gregg, 1976, 1976.415; Anonymous 
Gift, in honor of Mrs. Harold Bonwit, 1980, 
1980.573.1-5; Purchase, Edward C. Moore, Jr., Gift, 
1922, 22.i86ab; Purchase, Edward C. Moore, Jr., 
Gift, 1922, 22,i88ab 

Pages 106-7 (left to right): Purchase, Mr. and Mrs. 
David Lubart Gift, in memory of Katherine J. 
Lubart, 1944-1975, 1985, 1985.550.1,2; Purchase, 
Theodore R. Gamble, Jr., in honor of his mother, 
Mrs. Theodore Robert Gamble, 1979, 1979.50; 
Purchase, Emily Crane Chadbourne Bequest, 1972, 
1972.60.8; Gift of William and Mary Drummond, 
1981, 1981.457; Purchase, Lita Annenberg Hazen 
Charitable Trust Gift, 1985, 1985.54.1; Gift of 
Cynthia Hazen Polsky, 1988. 1988.588.2; Gift of Mr. 
and Mrs. Michael Chow, 1984, 1984.53 5.1 

Pages 122-25 (left to right): Gift of Barry Friedman 
and Patricia Pastor, 1986, 1986.412.17; Purchase, 
Theodore R. Gamble, Jr., Gift, in honor of his 



mother, Mrs. Theodore Robert Gamble, 1985, 
1985.127; Gift of Peter Palumbo, 1986, 198719; 
Purchase, Lita Annenberg Hazen Charitable Trust 
Gift, 1988, 1988.256; Gift of Mr. and Mrs. Michael 
Chow, 1984, 1984.555.5; Purchase, Friends of 20th 
Century Decorative Arts Gifts, 1982, 1982. 123. 1-5; 
Purchase, Gifts in memory of Emile Blasberg, 1978, 
1978.492.3; Purchase, Theodore R. Gamble, Jr., 
Gift, in honor of his mother, Mrs. Theodore 
Robert Gamble, 1988, 1988.31.10 

Pages 140-41 (left to right): Gift of Paul R. and Jean 
S. Hanna, 1984, 1984.446; Gift of Lord & Taylor, 
1982, 1982.397.1,2; Purchase, Robert and Meryl 
Meltzer, 1984, 1984.255; Gift of James Prestini, 
1976, 1976.555.1; Gift of Russel Wright, 1976, 
1976.67.40; Gift of Florene M. Schoenborn, 1989, 
1989.402; Purchase, Edward C. Moore, Jr., Gift 
Fund, 1959, 59-'544 

Pages 156-57 (left to right): Rogers Fund, 1970, 
1970.198. lab; Purchase, Edward C. Moore, Jr., Gift, 
1927 2796.12; Gift of Ralph and Lester Weindling, 
in memory of Daly Weindling, 1976, 1976.288. lab, 2; 
Fletcher Fund, 1972, 1972.283.2; Purchase, Edward 
C. Moore, Jr., Gift, 1925, 25.208; Purchase, Edward 
C. Moore, Jr., Gift, 1925.25.210; Gift of Charles 
Liebman, Jr., 1965, 65.151.6; Gift of Mr. and Mrs. 
Roger J. King, 1967, 67.270. lab, 2; Purchase, Edward 
C. Moore, Jr., Gift, 1936, 36.104.1; Purchase, Edward 
C. Moore, Jr., Gift, 1927, 27.96.5; Gift of Celia 
Siegel, in memory of Stanley Siegel, 1975, 1975.72.2 

Pages 178-79 (left to right): Anonymous Gift, 1986, 
1986.426; Purchase, Theodore R. Gamble, Jr., Gift, 
in honor of his mother, Mrs. Theodore Robert 
Gamble, 1982, 1982. 3oab; Gift of Sandra J. Brant, 
1977, 1977.226.7; Purchase, Theodore R. Gamble, Jr., 
Gift, in honor of his mother, Mrs. Theodore 
Robert Gamble, 1979, 1979.220; Gift of Robert L. 
Isaacson, 1978, 1978.223.1-5; Gift of David A. 
Hanks, 1986, 1986.418.2; Purchase, Edward C. Moore, 
Jr., Gift, 1954, 54.105.1; Purchase, Lita Annenberg 
Hazen Charitable Trust Gift, 1986, 1986.55 

Pages 198-99 (left to right): Purchase, Theodore R. 
Gamble, Jn, Gift, in honor of his mother, Mrs. 
Theodore Robert Gamble, 1980, 1980.287; Purchase, 
Edward C. Moore, Jr., Gift, 1961, 61.7.46; Purchase, 
Edward C. Moore, Jr., Gift, 1961, 61.7.45; Purchase, 
Edward C. Moore, Jr., Gift, 1961, 61.7.47; Gift of 
Aarne Simonen, Minister of Commerce and Industry 
of Finland, 1956, 56.31.1; Purchase, Edward C. 



Moore, Jr., Gift, 1961, 61.755; Gift of Mr. and Mrs. 
L Wister Morris III, 1988, 1988.42 5. la-c, 2a-c; Gift 
of Herman Miller, Inc., 1986, 1986.425 

Pages 216-17 (left to right): Gift of Artemide, 
S.p.A., 1988, 1988.256.8; Gift of Mono-Metallwaren- 
fabrik-W. Seibel, Mettmann, West Germany, 1987, 
1987585; Gift of Cleto Munari, Vicenza, Italy, 1988, 
1988.191.2; Gift oi Jacqueline and Bruno Danese, 
1988, 1988.184.5; Gift of Garth Clark and Mark 
Delvecchio, 1988, i988,375ab; Gift of Richard 
Schroeder, 1987, 1987.470; Gift of ICF, 1988, 1988.187; 
Gift of Studio 80, 1988, 1988.192; Gift of Cassina 
S.p.A., Atelier International, 1987, 1987.370.2; Gift of 
the artist, 1988, 1988.1239.1 

Pages 236-57 (left to right): Purchase, Louis Comfort 
Tiffany Foundation Gift, 1985, 1983. 25.1; Gift of 
Kate Roberts Smith, 1950, 50.165.2; Anonymous 
Gift, in honor of Swedish- American Friendship, 
1982, 1982.496; Gift of Sam Maloof and Purchase, 
Anonymous Gift, 1988, 1988.190; Gift of the artist, 
1982, 1982.356.1; Gift ofMichael Jerry, 1979, 1979.318; 
Gift of Johanna Vanderbeek and Emily Mason 
Kahn, 1986, 1986.45 5ab; Gift of Mr. and Mrs. Louis 
Grotta, 1986, 1986.417.2; Gift of Mr. and Mrs. Louis 
Grotta, 1986, 1986.417.1 

Pages 252-5 3 (left to right): Gift of Atelier Inter- 
national, 1987, 1987.18; Gift of Swid Powell, 1985, 
1985.199.5; Gift of Cleto Munari, Vicenza, Italy, 
1988, 1988.191.7; Gift of Swid Powell 1985, 1985.199.4; 
Gift of Swid Powell, 1985, 1985.199.15; Gift of 
Gentlemen's Quarterly Magazine, Conde Nast 
Publications, Inc., 1982, 1982.506; Gift of Sunar 
Hauserman, 1987, 1987.566; Gift of Dr. Peter 
Draenert, Immenstaad, West Germany, 1988, 
1988.185; Gift of Artemide S.p.A., 1988, 
1988.256.6 

Pages 274-75 (left to right): Gift of William D. and 
Rose D. Barker, 1978, 1978.458; Gift of Douglas 
Heller and Josh Rosenblatt, 1978, 1978.25; Gift of 
Helen Williams Drutt, 1980, 1980.572.1-4; Gift of 
Jacques Baruch Gallery, 1981, 1981.513; Gift of 
Gallery 91/Daichi Co., Ltd., 1988, 1988.241; Gift of 
Cassina, S.p.A., 1988, 1988.41.1; Gift of Cassina 
S.p.A., 1987, 1988.41.2; Purchase, Theodore R. 
Gamble, Jr., Gift, in honor of his mother, Mrs. 
Theodore Robert Gamble, 1987, 1987.64.2; Purchase, 
Theodore R. Gamble, Jr., in honor of his mother, 
Mrs. Theodore Robert Gamble, 1986, 1986.6.1 
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